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This project has been with me for a long time. Academically, this thesis builds on ideas I 
have been continuously developing since I wrote my MA dissertation in Western Literature 
about The Simpsons. I could not foresee how that would change my life. Ever since, in some 
way or another, I have had the privilege to reflect on satire, a topic which has given me joy 
since I was an adolescent. To put things in perspective, I graduated in Western Literature in 
2010, after which I continued to study Philosophy, Film Studies and (thinking I would never 
find funding for a PhD project) Translation and Interpretation Studies. Most fortunately, the 
Centre for the Interdisciplinary Study of Film and the Moving Image in the School of Arts at 
The University of Kent offered me a 50th Anniversary GTA Scholarship in 2013 to fund this 
project, for which I am very grateful. It is somewhat stunning to realise how long I have 
been thinking about the ideas presented in this thesis, but my investigation has taken me in 
directions I could never have foreseen. It is similarly quite sobering to realise how much 
more my thesis has still left unexplored and unanswered, but, in the future, I hope to have 
the opportunity to think some more about these matters (and hopefully about some other 
interesting issues as well).  
Since this project has been with me for so long, I have many to thank for influencing or 
supporting me in developing the thoughts presented in this thesis に too many to list 
individually. I do want to specifically acknowledge my supervisory team, Prof Aylish Wood 
and Dr Hans Maes. I want to thank Aylish for excellent supervision, specifically for allowing 
me the freedom to explore side projects but redirecting me to the thesis when necessary, 
for pressing me to unpack my ideas and reflect on how they hang together, and for valuable 
advice in general. I also want to thank her for counselling during moments of alienation, 
specifically when some of the issues explored in this thesis became particularly pressing for 
me personally. Further, I want to thank Hans because he patiently believed in the merit of 
my original idea to compare satire and philosophy when I had experienced difficulties to 
interest other philosophers in my project. It seems hardly credible now that I had no notion 
whatsoever of aesthetics before coming to Kent and a general distrust of philosophy in the 
analytic tradition. I want to thank Hans for introducing and guiding me in what now feels 
like an academic home.  
Apart from my supervisors, there are too many others to thank who are part of the vibrant 
research culture of the School of Arts for exchanging valuable ideas about my work. I do 
want to specifically acknowledge my fellow PhD students, with whom I exchanged ideas on 
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a regular basis in Work in Progress Sessions and the Postgraduate Hub. I am also grateful 
for the feedback I have received from senior colleagues in the School at various points 
when I presented my research internally. I was also fortunate enough to be around to 
exchange some thoughts with many leading aestheticians as they came to visit Kent and to 
make several research trips at home and abroad, for which I thank the School, Faculty and 
relevant external bodies for additional funding, especially the British Society of Aesthetics. I 
also want to thank the Aesthetic Research Centre, the Centre for Film and Media Research 
and the Centre for Popular and Comic Performance, especially but not exclusively, for 
funding more than one side project which informed the work in this thesis. I further want to 
thank my colleagues with whom I have developed these side projects, which really helped 
me to explore my ideas and develop my corpus. I am particularly pleased that some 
cartoons which made it into my thesis, and which were originally displayed at an exhibition 
in The Templeman Library, now hang in the mezzanine in the Jarman Building.   
Most importantly, I am forever indebted to my parents, Kris and Dorien, for their 
continuing support during my extensive studies. Without them, I would never have been in 
a position to even start this PhD project. I am grateful that they have given me the 
opportunity to keep developing my intellectual pursuits throughout the years, even when it 
meant moving to another country, which I know has not always been easy. I hope they are 
happy to know they have given me the opportunity to do what I really enjoy. I also want to 
thank my Georgia for proofreading, suggesting media to explore and being a soundboard to 
try out my ideas, although that is a very inadequate way of acknowledging her role in my 
life. Finally, as I stand back to reflect on this thesis as the end product of my personal and 
intellectual journey up to this point, and I acknowledge all the contingencies along the way, 
it is scary to realise how very different it all could have gone. Still, in the end, I am happy 
with the way it went, the highs as well as the lows.   
As mentioned, one way or another, I have been working on these ideas before in previous 
dissertations at BA and MA level. Some of my ideas about satire and philosophy were 
ヮヴW┗ｷﾗ┌ゲﾉ┞ ヮ┌HﾉｷゲｴWS ｷﾐ さTｴW PｴｷﾉﾗゲﾗヮｴｷI;ﾉ ;ﾐS EデｴｷI;ﾉ “ｷｪﾐｷaｷI;ﾐIW ﾗa H┌ﾏﾗ┌ヴく The 
Simpsons as Humorous Ethical Truth-TWﾉﾉｷﾐｪくざ Ethical Perspectives 20.2 (2013): 271-298. I 
have revisited some of the literature and further develop some ideas from this and other 
previous research, but any such interaction has been substantially revised and updated in 
this thesis. At the time of submission, some paragraphs in Chapter 3 have been published in 




What is satire, what can it do and what not, and why should we care about it? Since its 
introduction as a classification of artworks in Roman times, these fundamental questions 
about satire have been continually addressed by satirists themselves, their fans, their 
detractors, political and moral authorities, art-critics, and, not in the least, scholars. These 
longstanding debates about the fundamental issues of satire have often been fruitful and 
WﾐﾉｷｪｴデWﾐｷﾐｪく “デｷﾉﾉが デｴW a┌ﾐS;ﾏWﾐデ;ﾉ ケ┌Wゲデｷﾗﾐゲ ;Hﾗ┌デ ゲ;デｷヴWげゲ ﾐ;デ┌ヴWが ｷデゲ a┌ﾐIデｷﾗﾐ ;ﾐS ｷデゲ 
significance have remained unanswered. In this thesis, I aim to resolve these issues by 
engaging with satire throughout the ages in various media, with a specific focus on 
contemporary moving images. While satire was traditionally a literary phenomenon, it is 
nowadays most widespread on the screen, especially due to commercial success on 
American television (Gray, Jones and Thompson 2009, 19). For this reason, although I do 
not ignore debates in literary studies and other disciplines, I primarily engage with recent 
scholarship in film, television and media studies (e.g. Day 2012; McClennen 2011; Jones 
2010; Baym 2010). Apart from moving images, I also discuss a variety of comics, because I 
argue that satire is characterised by similar storytelling techniques as cartoons and 
caricatures.  
My investigation aims to clarify fundamental, general and abstract questions about the 
nature, function and significance of satire. In order to realise these aims, I introduce and 
develop methodological frameworks from analytic aesthetics and philosophy. I draw mostly 
on methodologies in philosophy of art to address my research questions and clarify closely 
related concepts to satire, including irony (Wilson and Sperber 2012), humour (Carroll 
2014), fiction (Friend 2012), genre (Abell 2014), aesthetic experiences (Stecker 2010), 
entertainment (Shusterman 2003) and narrative interpretation (Currie 2004). I also engage 
with scholarship which has sought to appraise the nature, function and significance of satire 
by comparing it to philosophy (Gray 2005; Higgie 2014). On the one hand, such 
comparisons are problematically vague and, under scrutiny, the differences between satire 
and philosophy quickly become apparent (see Diehl 2013). On the other hand, these 
comparisons are valuable because they rightfully highlight that satirists and philosophers 
share a moral concern for truth, which situates them in a similar existential framework. 
“デｷﾉﾉが IﾗﾐIWヮデゲ ﾉｷﾆW けデヴ┌デｴげ ;ﾐS けWデｴｷIゲげ ｴ;┗W ヴWﾏ;ｷﾐWS ヮヴﾗHﾉWﾏ;デｷI;ﾉﾉ┞ ┗;ｪ┌W ｷﾐ ヴWIWﾐデ 
debates about satire, especially in the wake of postmodernism. In order to redress this 
6 
 
situation and introduce greater clarity to the debates, I develop a meta-ethical investigation 
rooted in the quasi-realism of Simon Blackburn (1998).   
In the first chapter, I challenge the idea that satire is a spirit or mode which can only be 
characterised by a cluster account (Condren 2012). Instead, I define satire as a genre with 
the purpose to critique and entertain. This definition highlights a fundamental tension in 
satire between a broadly moral purpose to critique and a broadly aesthetic purpose to 
entertain, which explains the ambiguous reception of satire: hailed for its truthful moral 
interventions (Gray 2005), enjoyed for its aesthetic pleasures (Griffin 1994), but also 
dismissed as frivolous pastime that cultivates cynicism (Webber 2011). In the second 
Iｴ;ヮデWヴが I aヴ;ﾏW デｴW ゲｷｪﾐｷaｷI;ﾐIW ﾗa ゲ;デｷヴWげゲ SWaｷﾐｷデｷ┗W デWﾐゲｷﾗﾐ ;ゲ IﾗヴヴWゲヮﾗﾐSｷﾐｪ デﾗ a 
fundamental conflict in ethical life between the demands of critique and its limits. Although 
I acknowledge that ゲ;デｷヴWげゲ ヮ┌ヴヮﾗゲW デﾗ WﾐデWヴデ;ｷﾐ ﾉｷﾏｷデゲ ｷデゲ ヮﾗﾉｷデｷI;ﾉ ｷmpact as critique 
(Holbert 2013), I revalue entertainment in satire as therapy to cope with the limits of 
critique. In the third chapter, I investigate the cognitive contributions of satire as critique, 
even if they are moderate. Acknowledging that fictions are epistemically risky (Currie and 
Levinson 2017), I acknowledge that satire can deceive, but I also defend that good satire 
can teach non-trivial truths, including moral truths. Nonetheless, I advocate a careful 
cognitivism which acknowledges th;デ ゲ;デｷヴWげゲ Iﾗｪﾐｷデｷ┗W IﾗﾐデヴｷH┌デｷﾗﾐゲ ﾐeed to be 
complemented with further inquiry. In the fourth chapter, I explain that satirists often 
cultivate a humorous irony to cope with the limits of critique. In dialogue with psychological 
research on the therapeutic function of narratives (Roberts and Holmes 1999) and the 
correlation between humour and wellbeing (Martin 2007; Ruch and Heintz 2016), I 
conceptually clarify the therapeutic dimension of humorous irony in satire as a narrative 
strategy to cope with the absurd gap between the demands of critique and its limits. I 
conclude that further research about satire should focus less on proving that satire changes 
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1.  AIMS, SCOPE AND METHODOLOGY 
What is satire, what can it do and what not, and why should we care about it? Since its 
introduction as a classification of artworks in Roman times, these fundamental questions 
about satire have been continually addressed by satirists themselves, their fans, their 
detractors, political and moral authorities, art-critics, and, not in the least, scholars. These 
longstanding debates about satire have often been fruitful and enlightening. Still, the 
a┌ﾐS;ﾏWﾐデ;ﾉ ケ┌Wゲデｷﾗﾐゲ ;Hﾗ┌デ ゲ;デｷヴWげゲ ﾐ;デ┌ヴWが a┌ﾐIデｷﾗﾐ ;ﾐS ゲｷｪﾐｷaｷI;ﾐIW ｴ;┗W ヴWﾏ;ｷﾐWS 
unanswered. This continuing uncertainty about satire is evident in recent debates and 
discussions. When the German comedian Jan Böhmermann was sued by the Turkish 
government in 2016 for insulting President Erdogan, politicians and public figures rose to 
defend satire in the name of freedom of speech. Yet, they were in discord about whether 
they defended ridicule for a critical purpose or simply ridicule for the sake of it. Further, 
during the 2016 American presidential campaign, satirists like Samantha Bee and John 
Oﾉｷ┗Wヴ ┘WヴW ヴWヮW;デWSﾉ┞ ヮヴ;ｷゲWS ｷﾐ ﾗﾐﾉｷﾐW ﾏWSｷ; aﾗヴ けSWゲデヴﾗ┞ｷﾐｪげ Dﾗﾐ;ﾉS Tヴ┌ﾏヮが ┘ｴWヴW;ゲ 
they themselves disavowed such hyperbolic appraisals of their political impact. At the same 
デｷﾏWが ;aデWヴ デｴW WﾉWIデｷﾗﾐが ﾗﾐﾉｷﾐW ゲ;ﾉWゲ ﾗa ゲ;デｷヴWゲ ﾉｷﾆW GWﾗヴｪW Oヴ┘Wﾉﾉげゲ 1984 and Margaret 
Aデ┘ﾗﾗSげゲ TｴW H;ﾐSﾏ;ｷSげゲ T;ﾉW soaヴWSが ;ﾐS デｴW ヮﾉ;ﾐﾐWS ;S;ヮデｷﾗﾐ ﾗa Aデ┘ﾗﾗSげゲ aWﾏｷﾐｷゲデ 
novel as a drama series on Hulu ┘;ゲ aヴ;ﾏWS ｷﾐ ヴWゲヮﾗﾐゲW デﾗ Tヴ┌ﾏヮげs gender politics. 
Nevertheless, some critics and scholars have argued that satirists throughout the ages have 
been foremost entertainers, not moral or political actors. For this reason, again others have 
argued that because it indulges in entertainment, satire like The Daily Show with John 
Stewart or The Simpsons is cynical and breeds moral apathy.  
In this thesis, I aim to intervene in these ongoing debates about satire in order to introduce 
greater conceptual clarity about its nature, function and significance. In order to clarify 
these fundamental, general and abstract questions, I will introduce a philosophical 
methodology. Specifically, I will develop methodological frameworks from analytic 
philosophy, in particular aesthetics. Since the aim of my investigation is to introduce 
greater conceptual clarity about satire, I consider philosophy in the analytic tradition, 
renowned for its precision and perspicuity, as the only method to remediate the confusion 
and inconclusiveness in current debates. My philosophical investigation of satire can be 
situated in the current expansion of research topics beyond the traditional remit of 
aesthetics, including research about comics (Meskin and Cook 2012), videogames (Smuts 
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2005), silent comedy (Carroll 2007) and irony in films or pictures (Currie 2010; 2011). Still, 
only few philosophers have turned their attention to satire, without addressing the 
fundamental questions I aim to answer here (Diehl 2013; Dadlez 2011). Therefore, my 
sustained and fundamental research about satire offers a new and further contribution to 
the widening remit of contemporary aesthetics. At the same time, my investigation will 
communicate with research about satire in other scholarly disciplines, as well as 
incorporate insights by journalists, critics and, not in the least, satirists themselves. For this 
reason, I hope that my investigation will be of value to all who have an interest in satire, 
both inside and outside academia. 
Traditionally, satire was a predominantly literary phenomenon and therefore primarily 
studied in literary studies. Yet, nowadays, satire has become more prevalent on the screen 
than the page, especially because narrowcasting strategies, which target niche 
demographics, have made it a commercially viable product on American television (Gray, 
Jones and Thompson 2009, 19). Moreover, since Time magazine proclaimed The Simpsons 
(Fox, 1989-pres.) as the best TV show of the twentieth century, satire has also developed a 
ヴWヮ┌デ;デｷﾗﾐ ﾗa けケ┌;ﾉｷデ┞ TVげ ふTｷﾏW ゲデ;aa ヱΓΓΓぶく “WWﾆｷﾐｪ デﾗ I;ヮitalise both on this commercial 
and critical success, there has been a surge of satire on American TV, from South Park 
(Comedy Central, 1997-pres.) through The Daily Show with Jon Stewart (Comedy Central, 
1999-2015) to Full Frontal with Samantha Bee (TBS, 2016-pres.). These television 
programmes and their formats have been globally disseminated (Baym and Jones 2012), 
especially propelled by the digital revolution (Day 2012, 24). The ubiquity of satirical 
comedy in contemporary globalised culture has led to ample scholarly discussion in film, 
television and media studies. Specifically, scholars first turned their attention to The 
Simpsons (Alberti 2004; Gray 2005), followed by South Park (Johnson-Woods 2007; 
Weinstock 2008; Stratyner and Keller 2009) and later the satirical news parody of Jon 
Stewart and others (Peterson 2008; Jones 2010; Baym 2010; McClennen 2011), alongside 
ｴ┞HヴｷS aﾗヴﾏゲ ﾉｷﾆW MｷIｴ;Wﾉ MﾗﾗヴWげゲ ゲ;デｷヴｷI;ﾉ SﾗI┌ﾏWﾐデ;ヴｷWゲ ふD;┞ ヲヰヱヲぶく M┞ ｷﾐ┗Wゲデｷｪ;デｷﾗﾐ ┘ｷﾉﾉ 
primarily engage with these recent debates in film, television and media studies. For this 
reason, my thesis can be situated as much in aesthetics as in film studies, broadly 
conceived.  
Since the aim of my thesis is to assess the nature, function and significance of satire in 
general, I have tried to be as representative as possible in delimiting my corpus. At various 
points, I engage with the ancient satire of Horace and Juvenal, as well as the Augustan 
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satire of Jonathan Swift and the views of his contemporary, John Dryden. Throughout, my 
assessment of satire is further informed by scholarship on literary satire from antiquity to 
modernity. Still, in order to substantiate the contemporary relevance of my investigation, I 
focus mostly on present-day satire. For reasons explained above, I pay particular attention 
to various moving images, most prominently District 9, I, Daniel Blake, Last Week Tonight 
With John Oliver, Mock the Week, South Park and The Boondocks. Further, because I will 
develop a kinship between satire and cartoons, many of my examples are comics, including 
MｷﾆW GﾗﾗS┘ｷﾐ ;ﾐS D;ﾐ Eく B┌ヴヴげゲ Economix, alongside work from Aaron McGruder, Cristy C 
Road, Dan Perkins (aka Tom Tomorrow), Jen Sorensen, Khalid Albaih, Matt Bors and 
Stephanie McMillan. In terms of media, I also branch out to stand-up comedy, particularly 
discussing Lenny Bruce and Dick Gregory, and literature, specifically focusing on Margaret 
Atwood and Fay Weldon. I further discuss so-called satirical websites like The Onion and 
The Daily Mash, alongside satirical magazines like Private Eye. Finally, in order to highlight 
that satire need not be funny, I analyse musical satire by Iggy Pop and Jimi Hendrix. For the 
record, not all examples listed here are satire; some will just be discussed in comparison or 
contrast to satire.  
This selection of satire throughout the ages and in various media permits me to draw 
conclusions about the nature, function and significance of the genre in general. Still, my 
selection has its limits. For one, I focus almost exclusively on satire in English, apart from 
discussing the German Neo Magazin Royale, the reception of Charlie Hebdo and, briefly, 
some examples in Dutch. Partly, my focus on satire in English is deliberate to appeal to an 
international audience, but my selection also reflects the limits of my competences. For 
similar reasons, my corpus is exclusively Western. My investigation would have been 
enriched by expanding its focus to non-Western satire. Unfortunately, I cannot claim the 
literacy or competence to do so. Hopefully, these hiatuses can be addressed in the future. 
At the same time, my corpus reflects the historical and cultural biases of satire in the West. 
In this respect, when Jen Sorensen explained that, after ten years, she was the first female 
cartoonist to win the Herblock Prize aﾗヴ ESｷデﾗヴｷ;ﾉ C;ヴデﾗﾗﾐｷﾐｪが ゲｴW ケ┌ｷヮヮWSが さぷデへﾗ HW a;ｷヴが ヱ ｷﾐ 
10 is probably an accurate ratio when it comes to political cartoonists, and even that might 
HW ; ﾉｷデデﾉW ｪWﾐWヴﾗ┌ゲざ ふヲヰヱヴぶく WｴｷﾉW “ﾗヴWﾐsen remains the only woman to have won the 
Herblock Prize to this day, all winners of the award are white. Without demonising the 
Herblock Foundation, there is still an undeniable problem regarding satire and diversity. For 
this reason, I have endeavoured to select a relatively diverse corpus, but my ultimate 
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selection remains dominated by white men. While I do hope to have introduced at least 
some prominent examples that help to redress the gender and racial imbalance in 
discussions of satire, I acknowledge that more can and should be done. 
My philosophical investigation into the nature, function and significance of satire aims to 
take a stand in various longstanding and current debates. For this reason, I compare it to a 
metaphorical exercise of mountaineering. According to Simon Blackburn, philosophy is a 
ﾉ;ﾐSゲI;ヮW Sﾗﾏｷﾐ;デWS H┞ さデｴヴWW ﾏ;ﾃWゲデｷI ;ﾐS ﾏ;ｪﾐWデｷI ヮｴｷﾉﾗゲﾗヮｴｷI;ﾉ ゲ┌ﾏﾏｷデゲぎ デヴ┌デｴが 
HW;┌デ┞が ;ﾐS ｪﾗﾗSﾐWゲゲざ ふヲヰヱヰが ヴヶぶく Iﾐ デｴｷゲ ヮｴｷﾉﾗゲﾗヮｴｷI;ﾉ ﾉ;ﾐSゲI;ヮWが ゲ;デｷヴW ｷゲ ﾗﾐﾉ┞ ; ﾏｷSSﾉW-
sized mountain. Yet, in order to know where we stand on satire, it is necessary to also 
approach the three summits に not in in the hope to reach the top, but to get high enough to 
see the best path up the middle-high mountain below. Moreover, satire borders several 
other mountains, including irony, humour, fiction, genre, narrative, critique, entertainment, 
value interaction, art and cognition, art as therapy, etc. Mastering satire is therefore more 
akin to climbing a mountain range, than a mountain top. Fortunately, most of this climbing 
will happen firmly in the trail of philosophical Sherpas, whom I will introduce below. Apart 
from mountaineering, my investigation can also be likened to philosophical boat 
maintenance. Otto Neurath famously introduced a metaphor for epistemological anti-
aﾗ┌ﾐS;デｷﾗﾐ;ﾉｷゲﾏ H┞ ;ヴｪ┌ｷﾐｪ デｴ;デ さぷ┘]e are like sailors who have to rebuild their ship on the 
open sea, without ever being able to dismantle it in dry-dock and reconstruct it from the 
HWゲデ IﾗﾏヮﾗﾐWﾐデゲざ ふヱΓΒンが Γヲぶく LｷﾆW┘ｷゲWが ゲ;デｷヴW ｷゲ ; ヮﾉ;ﾐﾆ ｷﾐ NW┌ヴ;デｴげゲ Hﾗ;デが デｴW ゲデ;Hｷﾉｷデ┞ ﾗa 
which can only be assessed by standing on other planks, checking their stability by again 
standing on others, in order to keep the boat afloat. Evidently, much can go wrong on such 
a metaphorical trip, so I consider it to have been successful to some degree if I do not sink 
my boat or fall down a mountain. 
OﾐW ﾏWデｴﾗSﾗﾉﾗｪｷI;ﾉ ﾏ;ｷﾐゲデ;┞ ﾗa ﾏ┞ ｷﾐ┗Wゲデｷｪ;デｷﾗﾐ ｷゲ GヴWｪﾗヴ┞ C┌ヴヴｷWげゲ デｴWﾗヴ┞ ﾗa ﾐ;ヴヴ;デｷ┗W 
interpretation, which will ground my interpretation of satires and other narratives. Currie 
SWaｷﾐWゲ ﾐ;ヴヴ;デｷ┗Wゲ ;ゲ さｷﾐデWﾐデｷﾗﾐ;ﾉどIﾗﾏﾏunicative artefacts: artefacts that have as their 
a┌ﾐIデｷﾗﾐ デｴW Iﾗﾏﾏ┌ﾐｷI;デｷﾗﾐ ﾗa ; ゲデﾗヴ┞が ┘ｴｷIｴ a┌ﾐIデｷﾗﾐ デｴW┞ ｴ;┗W H┞ ┗ｷヴデ┌W ﾗa デｴWｷヴ ﾏ;ﾆWヴゲげ 
ｷﾐデWﾐデｷﾗﾐゲざ ふヲヰヱヰが ヶぶく Fﾗヴ デｴｷゲ ヴW;ゲﾗﾐが ﾐ;ヴヴ;デｷ┗W ｷﾐデWヴヮヴWデ;デｷﾗﾐ ｷゲ ｪ┌ｷSWS H┞ Iﾗﾏﾏ┌ﾐｷI;デｷ┗W 
principles (Currie 2004, 112). Currie roots his theory of narrative interpretation in Dan 
“ヮWヴHWヴ ;ﾐS DWｷヴSW Wｷﾉゲﾗﾐげゲ ヴWﾉW┗;ﾐIW デｴWﾗヴ┞ ﾗa Iﾗﾏﾏ┌ﾐｷI;デｷﾗﾐ ふヲヰヱヲぶく AIIﾗヴSｷﾐｪ デﾗ 
Sperber and Wilson, a communicative utterance represents a thought of the speaker that it 
resembles in content (2012, 127). On the grounds of such a communicative utterance, a 
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hearer infers the most optimally relevant interpretation of the thought the speaker 
intended to convey (Currie 2004, 111). Similarly, Currie argues that when interpreting a 
ﾐ;ヴヴ;デｷ┗Wが さ┘e use the text, together with various other things, to come up with the best 
ｷSW;ゲ ┘W I;ﾐ ;Hﾗ┌デ ┘ｴ;デ デｴW ;┌デｴﾗヴ ｷﾐデWﾐSWS デﾗ Iﾗﾐ┗W┞ざ ふヲヰヰヵが ヱヰΓぶく Hﾗ┘W┗Wヴが C┌ヴヴｷW 
ｴｷｪｴﾉｷｪｴデゲ デｴ;デ さｷﾐデWヴヮヴWデ;デｷﾗﾐ ｷゲ ﾐﾗデ ;┌デｴﾗヴどIWﾐデヴWSざ ｷﾐ デｴW ゲWﾐゲW デｴ;デ ┘W ゲWWﾆ デﾗ Wゲデ;Hﾉｷゲｴ 
authorial intentions irrespective of textual evidence (2004, 125). According to Currie, 
ﾐ;ヴヴ;デｷ┗W ｷﾐデWヴヮヴWデ;デｷﾗﾐ ｷゲ ｪﾗ┗WヴﾐWS H┞ さデｴW constitutive Iﾗﾐゲデヴ;ｷﾐデざが ┘ｴｷIｴ ﾏW;ﾐゲ デｴ;デ 
さぷデへｴW デW┝デ Iﾗﾐゲデヴ;ｷﾐゲ ┘ﾗヴﾆ ｷﾐデWヴヮヴWデ;デｷﾗﾐ ｷﾐ ┘;┞ゲ デｴ;デ ﾐﾗ ﾗデｴWヴ ゲﾗ┌ヴIW ﾗa W┗ｷSWﾐce does. An 
interpretation can be legitimate only if it makes coherent sense of the text (i.e. the text of 
デｴ;デ ┘ﾗヴﾆぶざ ふヲヰヰヵが ヱヲヶ, original emphasis). For this reason, I will infer the meaning of 
satirical narratives grounded in textual evidence of the satｷヴｷゲデげゲ ｷﾐデWﾐデｷﾗﾐが ゲﾗﾏWデｷﾏWゲ 
irrespective of extra-textual evidence. Still, I will often substantiate my interpretation with 
other evidence of デｴW ゲ;デｷヴｷゲデげゲ ｷﾐデWﾐデｷﾗﾐゲが ゲ┌Iｴ ;ゲ ｷﾐデWヴ┗ｷW┘ゲが H┌デ ゲ┌Iｴ W┝デヴ; W┗ｷSWﾐIW ｷゲ 
relevant only when it substantiates evidence already inferred from the text itself.  
Dヴ;┘ｷﾐｪ ﾗﾐ C┌ヴヴｷWげゲ デｴWﾗヴ┞ ﾗa ｷﾐデWヴヮヴWデ;デｷﾗﾐ ;ﾐS ﾗデｴWヴ ヮｴｷﾉﾗゲﾗヮｴｷI;ﾉ ﾏWデｴﾗSﾗﾉﾗｪｷWゲが ﾏ┞ 
investigation aims to intervene in longstanding and ongoing debates about satire. Against a 
large consensus in contemporary scholarship, most forcefully encapsulated by Conal 
Condren (2012), I will argue that satire is not characterised by a cluster account, but should 
be defined by providing individually necessary and jointly sufficient conditions. Pace 
Condren and others, I will further argue that satire is not primarily an attitude or spirit, but 
a classification of artworks, nor is it a mode, but a genre. Concretely, my proposal is that 
satire is a genre which has since Roman times guided interpretation and evaluation of 
works on the grounds of the purpose to critique and entertain. This proposal substantiates 
the crucial distinction between satire and so-called けpseudo-satireげが which lacks critical 
intent (Peterson 2008). Further, I will draw on empirical research to challenge hyperbolic 
;ヮヮヴ;ｷゲ;ﾉゲ ﾗa ゲ;デｷヴWげゲ ヮﾗﾉｷデｷI;ﾉ ｷﾏヮ;Iデ ふHﾗﾉHWヴデ ヲヰヱンぶが ;ﾉデｴﾗ┌ｪｴ I ┘ｷﾉﾉ ;ﾉゲﾗ Sｷゲﾏｷゲゲ Iﾉ;ｷﾏゲ デｴ;デ 
satire is cynical or morally indifferent (Webber 2011). Similarly, I will moderate claims by 
ゲ┌ヮヮﾗヴデWヴゲ ;Hﾗ┌デ ゲ;デｷヴWげゲ W┝IWヮデｷﾗﾐ;ﾉ デヴ┌デｴ-telling function, often compared to philosopy 
(see section 2 of this Introduction). Conretely, I will develop a careful cognitivism to 
elucidate what and how we can learn from satire. Finally, instead of defending the idea that 
satire changes the world, I will focus on how it develops strategies to cope with it. 
Concretely, I will further develop the notion introduced by satirists like Jon Stewart that 
satire has a function as catharsis or therapy (Fettis 2015). In this respect, I will engage with 
16 
 
psychological research about the therapeutic function of narratives (Roberts and Holmes 
1999) and the correlation between humour and wellbeing (Martin 2007; Ruch and Heintz 
2016). 
Apart from intervening in debates about satire, I will also take a stand in some debates in 
aesthetics, often indirectly, but sometimes also directly. My most direct intervention aims 
to contribute to the debate about communicative irony, by introducing a proposal that 
challenges the pretence theory of irony (Currie 2010) and seeks to defend the echoic theory 
of irony (Sperber and Wilson 2012). When it comes to debates about humour, I follow Noël 
C;ヴヴﾗﾉﾉげゲ ┗Wヴゲｷﾗﾐ ﾗa デｴW ｷﾐIﾗﾐｪヴ┌ｷデ┞ デｴWﾗヴ┞ ふヲヰヱヴぶく F┌ヴデｴWヴが SW┗Wﾉﾗヮｷﾐｪ ﾏ┞ SWaｷﾐｷデｷﾗﾐ ﾗa 
ゲ;デｷヴW ;ゲ ; ｪWﾐヴWが I Wﾉ;Hﾗヴ;デW C;デｴ;ヴｷﾐW AHWﾉﾉげゲ ヮヴﾗヮﾗゲ;ﾉ デｴ;デ ｪenres are normative 
categories which stipulate a purpose that guides interpretation and evaluation of works 
(2014). Similarly, endorsing a related proposal of Stacie Friend, I consider classification as 
fiction or non-fiction as similar to a genre classification; in other words, I endorse a 
contextualism about fiction (2012). Investigating what we can learn from satire as fiction, I 
exercise caution (Currie and Levinson 2017), but nonetheless develop a cognitivism about 
satire (John 2013; Carroll 2012; Gaut 2007; Young 2001). Further, elaborating my proposal 
of satire as therapy, I draw on ideas introduced by Peter Goldie on narrative thinking 
(2012). I will also engage with debates on interaction between aesthetic and ethical value, 
without making an explicｷデ IﾗﾏﾏｷデﾏWﾐデが ;ﾉHWｷデ W┗Wヴ┞デｴｷﾐｪ I ゲ;┞ I;ﾐ HW aヴ;ﾏWS ｷﾐ C;ヴヴﾗﾉﾉげゲ 
ﾏﾗSWヴ;デW ﾏﾗヴ;ﾉｷゲﾏ ふヲヰヰヲぶく DｷゲI┌ゲゲｷﾐｪ ;WゲデｴWデｷI W┝ヮWヴｷWﾐIWゲが I aﾗﾉﾉﾗ┘ ‘ﾗHWヴデ “デWIﾆWヴげゲ 
minimalist approach (2010), and my ideas about entertainment are informed by Richard 
Shusterman (2003). Apart from methodologies in aesthetics, I will develop ideas on 
cartoons introduced by Scott McCloud in comics studies (1993) and on caricature by Ernst 
Gombrich in art history (1963).  
My investigation will also engage with debates in philosophy beyond aesthetics. In this 
respect, my thesis is a philosophy of satire in two senses. Not only will I develop a 
philosophical investigation of satire, but I will also investigate the issue of satire as 
philosophy. Perhaps surprisingly, the idea that satire is related to philosophy has proven 
common and enduring in scholarship. These comparisons are most common outside 
philosophy or in works by philosophers aimed at a wider audience. Although not without 
value, the explanatory value of these comparisons is often undermined because key 
IﾗﾐIWヮデゲ ﾉｷﾆW けデヴ┌デｴげ ;ﾐS けWデｴｷIゲげ ｴ;┗W ヴWﾏ;ｷﾐWS ┗;ｪ┌W ;ﾐS ┌ﾐSWヴSW┗WﾉﾗヮWSく Iﾐ ヴWゲヮﾗﾐゲWが I 
aim to introduce greater clarity to the debate by developing a meta-ethical investigation. 
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Specifically, following Simon Blackburn, I will defend a minimalism about truth (2006) and a 
quasirealism about ethics (1998). My ideas about the value of truthfulness, and its risks, are 
further informed by Bernard Williams (2002) and his reading of Nietzsche. I also develop 
“┌ゲ;ﾐ Wﾗﾉaげゲ ;ヴｪ┌ﾏWﾐデ デｴ;デ ﾏﾗヴ;ﾉ ヴeasons for action do not always trump other reasons, 
including aesthetic reasons (2015). This meta-ethical investigation will reveal a fundamental 
conflict in ethical life between the care for others and the care of self, which I will link to a 
fundamental tension in satire between critique and entertainment. In this regard, I will 
revalue entertainment in satire as a therapy to deal with the limits of critique. I will focus 
especially on the therapeutic dimension of humorous and ironic strategies in satire. 
AIIﾗヴSｷﾐｪﾉ┞が I ┘ｷﾉﾉ ;デデWﾐ┌;デW Bﾉ;IﾆH┌ヴﾐげゲ ;ﾐ┝ｷWデｷWゲ ;Hﾗ┌デ デｴW ﾏﾗヴ;ﾉ ｷヴヴWﾉW┗;ﾐIW ﾗa ｴ┌ﾏﾗヴﾗ┌ゲ 
irony, which he roots in a dismissal of Richard Rorty (1989). Throughout my investigation, I 
will reflect on the comparison between satire and philosophy, which I now introduce in 
some detail.  
2. SATIRE AND PHILOSOPHY  
My investigation into the nature, function and significance of satire can be framed in 
relation to common comparisons between satire and philosophy. Often, scholars and critics 
have appraised the significance of the genre by comparing its nature and function to 
philosophy. These comparisons are valuable because they highlight the ethical and truth-
telling function that satire has as critique. To clarify, critique is a praxis of polemical 
enlightenment which, in the West, is commonly traced to Socrates, who aimed to 
emancipate society by stinging his fellow citizens out of complacency (Bronner 2011, 1). 
Similarly, to a certain extent, satirists are gadflies who seek to improve the world by 
revealing the falsity of the status quo. However, this comparison between satire and 
philosophy is loose and vague. On the one hand, because it is loose and vague, the 
Iﾗﾏヮ;ヴｷゲﾗﾐ デﾗ ヮｴｷﾉﾗゲﾗヮｴ┞ SﾗWゲ ﾐﾗデ Sｷゲデｷﾐｪ┌ｷゲｴ ゲ;デｷヴWげゲ ﾐ;デ┌ヴW aヴﾗﾏ ﾗデｴWヴ aﾗヴﾏゲ ﾗa Iヴｷデｷケ┌Wが 
such as critical theory or feminism. On the other hand, if the comparison is pursued more 
stringently, it quickly becomes clear that the function of satire does not coincide with that 
of philosophy. Most importantly, entertainment has a central function in satire which it 
does not have in philosophy. Accordingly, the argument that satire is like philosophy risks 
ｷｪﾐﾗヴｷﾐｪ デｴW ゲｷｪﾐｷaｷI;ﾐIW ﾗa デｴW ｪWﾐヴWげゲ SWaｷﾐｷデｷ┗W IﾗﾏHｷﾐ;デｷﾗﾐ HWデ┘WWﾐ Iヴｷデｷケ┌W ;ﾐS 
entertainment. In my investigation, I will therefore not stringently pursue the idea that 
satire is philosophy, in the same way as some have investigated if film could be philosophy 
(see Smith and Wartenberg 2006). Still, I will continuously reflect on how the two can 
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complement each other. This more nuanced comparison between satire and philosophy 
serves to highlight an important existential dimension of the genre, which I introduce 
below.  
Most often, in scholarship, satire has been compared to ancient philosophy. In The Oxford 
Handbook to Philosophy and Literature, Robert R. Branham has argued that philosophy and 
ゲ;デｷヴW ;ヴW ヴWﾉ;デWS ｷﾐ デｴWｷヴ さ┘ｷﾉﾉｷﾐｪﾐWゲゲ デﾗ ﾗaaWﾐSが ヮヴﾗ┗ﾗﾆWが ;ﾐS ﾗ┌デヴ;ｪWが ;ﾉﾉ ｷﾐ デｴW ﾐ;ﾏW ﾗa 
I;ﾉﾉｷﾐｪ ; ゲヮ;SW ; HﾉﾗﾗS┞ ゲｴﾗ┗Wﾉが ﾗa デWﾉﾉｷﾐｪ デｴW ;┘a┌ﾉ デヴ┌デｴざ ふヲヰヰΓが ヱヴヱぶく Bヴ;ﾐｴ;ﾏ ゲヮWIｷaｷI;ﾉﾉ┞ 
identifies the continuity of a philosophical legacy from Socrates to Diogenes the Cynic in the 
development of satire (although he is also careful to distinguish the Socratic and Cynic 
traditions from each other). According to Branham, the divine mission that Socrates 
received from the Oracle of Delphi to act as a horsefly and sting the citizens of Athens into 
ﾏﾗヴ;ﾉ ヴWaﾉWIデｷﾗﾐ ｷゲ ゲ;デｷヴｷI;ﾉく HW ;ヴｪ┌Wゲ デｴ;デ さデﾗ practice philosophy as [Socrates] did is to 
satirize in public anyone with a reputation for wisdom, to show that reputation to be 
baseless by revealing through question and answer the comic gap (to geloion) between self-
IﾗﾐIWヮデｷﾗﾐ ;ﾐS ヮ┌HﾉｷI ヮWヴaﾗヴﾏ;ﾐIWざ ふヲヰヰΓが ヱヴヴぶく Iﾐ ; ゲｷﾏｷﾉ;ヴ ┘;┞ デﾗ “ﾗIヴ;デWゲが DｷﾗｪWﾐWゲ デｴW 
C┞ﾐｷI ﾉ;デWヴ ;ﾉゲﾗ ゲWデ ﾗ┌デ ﾗﾐ ; Sｷ┗ｷﾐW ﾏｷゲゲｷﾗﾐ デﾗ けSWa;IW デｴW I┌ヴヴWﾐI┞げ ふparakharattein to 
nomismaぶが ; ヮ┌ﾐ ┘ｴｷIｴ さW┝ヮﾉﾗｷデゲ ;ﾐ ;ﾏHｷｪ┌ｷデ┞ ｷﾐ デｴW ┘ﾗヴS nomisma, which can mean 
けﾏWデ;ﾉ I┌ヴヴWﾐI┞げ ふｷくWくが Iﾗｷﾐ;ｪWぶ ﾗヴ け┘ｴ;デW┗Wヴ ｷゲ ゲ;ﾐIデｷﾗﾐWS H┞ I┌ヴヴWﾐデ ﾗヴ Wゲデ;HﾉｷゲｴWS ┌ゲ;ｪWげ 
ふｷくWくが I┌ゲデﾗﾏ ﾗヴ ﾉ;┘ぶざ ふヲヰヰΓが ヱヴヶぶく TｴW C┞ﾐｷIゲ ゲWデ ﾗ┌デ ﾗﾐ デｴWｷヴ デ;ゲﾆ さデﾗ Sヴｷ┗W ﾗ┌デ ﾗa 
IｷヴI┌ﾉ;デｷﾗﾐ ﾗヴ ヴWヮﾉ;IW Iﾗﾐ┗Wﾐデｷﾗﾐ;ﾉ デｴｷﾐﾆｷﾐｪ ゲ;ﾐIデｷﾗﾐWS H┞ デヴ;Sｷデｷﾗﾐざ WゲヮWIｷ;ﾉﾉ┞ さデｴヴﾗ┌ｪｴ 
fearless acts of truth telling (ヮ;ヴヴｴ]ゲｷ;ぶざ ふヲヰヰΓが ヱヴヶ-Αぶく Aゲ ｷSWﾐデｷaｷWS H┞ Bヴ;ﾐｴ;ﾏが さデｴW C┞ﾐｷI 
parrhesiast (frank and candid truthteller)ざ ふヲヰヰΓが ヱヴヵぶ ;ﾐS “ﾗIヴ;デｷI さｴﾗヴseaﾉ┞ざ ふヲヰヰΓが ヱヴΒぶ 
ｴ;┗W HWIﾗﾏW Iﾗﾏﾏﾗﾐ ﾏﾗSWﾉゲ デﾗ aヴ;ﾏW デｴW ﾐ;デ┌ヴWが a┌ﾐIデｷﾗﾐ ;ﾐS ゲｷｪﾐｷaｷI;ﾐIW ﾗa ゲ;デｷヴｷゲデゲげ 
efforts.  
Several scholars have drawn comparisons between Socrates and Roman satirists. 
Specifically, William S. Anderson has ｷSWﾐデｷaｷWS Hﾗヴ;IW ;ゲ ; け‘ﾗﾏ;ﾐ “ﾗIヴ;デWゲげ (2014 [1963]). 
According to Anderson, the satiric persona developed by Horace, especially in book II of 
Satires, is not simply a joker (lusor), but a teacher (doctor) who wears a Socratic mask to tell 
the truth laughingly (ridentem dicere verum) (2014 [1963], 22/26/30-1). Anderson identifies 
Socratic irony as a reflexive attitude which provides Socrates with a license to critique (2014 
[1963], 26-28). Similar claims about Socratic philosophy and Roman satire have been 
SW┗WﾉﾗヮWS H┞ CくWく MWﾐSWﾉﾉが ┘ｴﾗ ;ヴｪ┌Wゲ デｴ;デ さ“ﾗIヴ;デWゲ aｷヴゲデ Hヴﾗ┌ｪｴデ ヮｴｷﾉﾗゲﾗヮｴ┞ ｷﾐデﾗ デｴW 
aｷWﾉS ﾗa WデｴｷIゲざ ふヱΓヲヰが ヱヴヰぶ ;ﾐS W┝;Iデﾉ┞ さethics, practical philosophy of a popular sort, was 
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th[e] chief fieldざ ﾗa デｴW ‘ﾗﾏ;ﾐ ゲ;デｷヴｷゲデゲが Horace in particular (1920, 139-140). Additionally, 
LWﾗﾐ G┌ｷﾉｴ;ﾏWデ ｴ;ゲ ;ヴｪ┌WS デｴ;デ さぷﾗへther Roman satirists may be less Socratic than Horace, 
but Socrates invariably appears in their work and always as an object of reverenceざ ふヱΓΒヵが 
3). G┌ｷﾉｴ;ﾏWデ a┌ヴデｴWヴ W┝ヮﾉ;ｷﾐゲ デｴ;デ さぷHへ┞ ヮﾗヴデヴ;┞ｷﾐｪ himself as a fly on a divine mission, 
“ﾗIヴ;デWゲ ゲ┌IIWWSゲ ｷﾐ ゲ;デｷヴｷ┣ｷﾐｪ デｴW Iｷデ┞が ｷデゲ ;ヮヮﾗｷﾐデWS ヴWヮヴWゲWﾐデ;デｷ┗Wゲが ;ﾐS ｴｷﾏゲWﾉaざ ふヱΓΒヵが 
Αぶが ;SSｷﾐｪ デｴ;デ ; さヴﾗﾉW ┘ｷSWﾉ┞ ;SﾗヮデWS H┞ ゲ;デｷヴｷゲデゲ ｷゲ デｴ;デ ﾗa “ﾗIヴ;デｷI ｪ;Saﾉ┞ざ ふヱΓΒヵが ヶぶく 
Guilhamet also argues that satirists hide serious claims behind the mask of a fool, 
ｷSWﾐデｷa┞ｷﾐｪ デｴｷゲ ヮヴﾗIWゲゲ ;ゲ さデｴW ヮWヴaWIデ ｷﾏ;ｪW ﾗa デｴW “ﾗIヴ;デｷI ヮ;ヴ;Sﾗ┝く BWｴｷﾐS ; IﾗﾏｷI;ﾉが ｷa 
not ugly exterior, professions of ignorance, and absurd contentions, the substance of 
┘ｷゲSﾗﾏ ｷゲ デﾗ HW aﾗ┌ﾐSざ ふヱΓΒ5, 9). Guilhamet alludes to a passage from Symposium (216e-
217a) in which Socrates is compared to a Silenus or dirty woodland creature which looks 
ugly on the outside but possesses beauty on the inside. This seminal image was also 
incorporated by Rabelais in Gargantua, who, according to Guilhamet, acknowledged that 
さデｴW “ｷﾉWﾐ┌ゲ ｷﾏ;ｪW HﾗSｷWS aﾗヴデｴ ゲﾗﾏW デヴ┌デｴゲ ;Hﾗ┌デ ｴｷゲ ﾗ┘ﾐ ;ヴデ ;ﾐS ゲ;デｷヴW ｪWﾐWヴ;ﾉﾉ┞ざ ふヱΓΒヵが 
10). 
In literary studies, the comparison between satire and ancient philosophy has been further 
expanded beyond Roman times. Although he sought to downplay the centrality of ethics in 
satire, the comparison between satire and Socrates was further developed by Dustin 
Griffin, on the grounds of a shared function as enquiry and provocation (1994, 44). 
Similarly, George A. Test has argued that satire involves aggression and judgement in a 
ヴｷデ┌;ﾉ IﾗﾐデW┝デ ﾗa ヮﾉ;┞ ｪﾗ┗WヴﾐWS H┞ さデｴW IﾗﾐIWヮデ ﾗa paidzeim spoude, that is, playing 
seriously or seriously playing, as exemヮﾉｷaｷWS ｷﾐ “ﾗIヴ;デWゲざ ふヱΓΓヱが ヲン). Test also mentions the 
Socratic Silenus as part of a mythological substratum that historically informs satire (1991, 
50-1). In an overview of political comedy, Charles E. Schutz likewise devotes a chapter to 
Socrates, whom he identifies as a divine fool who opposed conventions through humour 
and irony (1977, 86). Satire has further been linked to さデｴ;デ ﾏﾗゲデ ゲWヴｷﾗ┌ゲ ﾏﾗSW ﾗa 
SｷゲIﾗ┌ヴゲWが ヮｴｷﾉﾗゲﾗヮｴ┞ざ H┞ Cﾗﾐ;ﾉ CﾗﾐSヴWﾐが ┘ｴﾗ ｴ;ゲ ヴWﾉ;デWS ゲ;デｷヴWげゲ ゲデヴ;SSﾉｷﾐｪ ﾗa デｴW ゲWヴｷﾗ┌ゲ 
and non-serious to the principle of serio ludere (saying what is serious through laughter), 
which characterised the satirical writings of the Cynic philosopher, Lucian the Mocker 
(2012, 388-389). Similarly, Condren stresses the crucial role of humour in the literary 
tradition of Menippean satire (2012, 389), named after the Cynic philosopher Menippus of 
Gadera, and characterised by irony and humour in the service of parrhesia or direct and 
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brutal honesty (2012, 383). Similar links between satire and principles of ancient philosophy 
have also been developed in other disciplines. 
In film, television and media studies, a comparison between satire and ancient philosophy 
was introduced by Jonathan Gray in his monograph on The Simpsons (2005). Gray equates 
the ironic truth-telling of satirical comedy to what Peter Sloterdijk (1987) has called 
けﾆ┞ﾐｷIｷゲﾏげ ふaヴﾗﾏ デｴW GヴWWﾆ けkynosげ or dog), a concept Sloterdijk introduced to distinguish his 
interpretation of Classical Cynicism from cynicism in its modern use. Gray quotes Sloterdijk 
┘ｴWﾐ ｴW W┝ヮﾉ;ｷﾐゲ デｴ;デ さ[d]espite all apparent lack of respect, the kynic assumes a basically 
serious and upright attitude toward truth and maintains a thoroughly solemn relation, 
ゲ;デｷヴｷI;ﾉﾉ┞ Sｷゲｪ┌ｷゲWSが デﾗ ｷデざ (Sloterdijk 1987, 296, quoted in Gray 2006 154). According to 
Gヴ;┞が さwhere cynics have lost faith in the existence of truth, and where their cynicism 
serves as a reaction to this loss of faith, kynics hold on to a notion of truth, but since they 
see it being perverted all around them, their cynicism and laughing ridicule serves as a 
SWaWﾐゲW ;ﾐS ;ﾐ ﾗaaWﾐゲW デﾗ デｴｷゲ ゲデ;デW ﾗa ;aa;ｷヴゲざ ふヲヰヰ5が ヱヵヴぶく Gヴ;┞げゲ ;ヮヮﾉｷI;デｷﾗﾐ ﾗa ﾆ┞ﾐｷIｷゲﾏ デﾗ 
satirical comedy was picked up Jeffrey P. Jones (2010, 246-251) and Rebecca Higgie (2014). 
Specifically, Higgie argues that さぷﾆへ┞ﾐｷIｷゲﾏ ｷゲ I┞ﾐｷIｷゲﾏ ┘ｷデｴﾗ┌デ デｴW ﾉ;デデWヴげゲ ﾐｷｴｷﾉｷゲデｷI ﾐ;デ┌ヴWざ 
;ﾐS IﾗﾏヮﾉWﾏWﾐデゲ ｴWヴ ;ﾐ;ﾉ┞ゲｷゲ ﾗa “ﾉﾗデWヴSｷﾃﾆげゲ ﾆ┞ﾐｷIｷゲﾏ ┘ｷデｴ デｴ;デ ﾗa Fﾗ┌I;┌ﾉデげゲ Iﾗ┌ヴ;ｪWﾗ┌ゲ 
parrhesia, also derived from Classical Cynicism (2014, 185). She also acknowledges how 
satirical truth-デWﾉﾉｷﾐｪ IﾗﾏWゲ ┘ｷデｴ さデｴW ヴｷゲﾆ ﾗa ヮWヴゲﾗﾐ;ﾉ WﾏH;ヴヴ;ゲゲﾏWﾐデが ヮ┌HﾉｷI ﾗ┌デヴ;ｪWざ 
(Higgie 2014, 195). Higgie does stress that satire is not strictly kynical by nature, since 
さぷデへｴWヴW ｷゲ ヮヴﾗH;Hﾉ┞ ﾐﾗ ゲ;デｷヴW デｴ;デ ｷゲ ゲデヴｷIデﾉ┞ ﾆ┞ﾐｷI;ﾉ ﾗヴ I┞ﾐｷI;ﾉく A ゲ;デｷヴW ﾏ;┞ ヮヴWゲWﾐデ ヮﾗﾉｷデｷIゲ 
as abusing essential ideas of truth and justice (kynical), and argue that it should change 
ふﾆ┞ﾐｷI;ﾉぶが ┘ｴｷﾉW ｷﾐW┗ｷデ;Hﾉ┞ ゲ;┞ｷﾐｪ ﾐﾗ デヴ┌デｴ ヴWﾏ;ｷﾐゲ ふI┞ﾐｷI;ﾉぶざ ふヲ014, 196).  
Comparisons between satire and ancient philosophy are also commonplace in scholarship 
aimed at a general audience, in particular the various けヮﾗヮ I┌ﾉデ┌ヴW ;ﾐS ヮｴｷﾉﾗゲﾗヮｴ┞げ Hﾗﾗﾆ 
series. According to Mark Ralkowski, The Colbert Report is similar to Socratic philosophy, for 
both Socrates and Stephen Colbert strike an ironic pose to expose the ignorance of political 
and moral authorities (2009). Likewise, John Stewart has been compared to a Socratic 
gadfly (Michels and Ventimiglia 2007; Barad 2007) and modern Cynic (Bárcenas 2007). 
Specifically, J;ﾏｷW W;ヴﾐWヴ ｴ;ゲ ;ヴｪ┌WS デｴ;デ さJﾗﾐ “デW┘;ヴデ WﾏHﾗSｷWゲ ; IﾗﾐデWﾏヮﾗヴ;ヴ┞ aﾗヴﾏ ﾗa 
what Michel Foucault calls parrhesiaざ ふヲヰヱヰが ンΑぶく AIIﾗヴSｷﾐｪ デﾗ W;ヴﾐWヴが さThe Daily Show 
functions as a parrhesiastes in our media-saturated, consultant-driven political 
environment, a truth-デWﾉﾉWヴ ｷﾐ ;ﾐ Wﾐ┗ｷヴﾗﾐﾏWﾐデ ┘ｴWヴW ﾐﾗ デヴ┌デｴ ｪﾗWゲ ┌ﾐゲヮ┌ﾐざ ふヲヰヱヰが ヴヲぶく 
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Similarly, South Park and its transgressions have been framed in a Socratic model (Hanley 
2007; Young 2007; Cantor 2007), alongside The Simpsons (Keslowitz 2006, 15-23). 
Taking stock, comparisons between satire and philosophy are common in scholarship. 
Hﾗ┘W┗Wヴが ;ﾉデｴﾗ┌ｪｴ デｴW┞ ゲｷｪﾐ;ﾉ ゲ;デｷヴWげゲ a┌ﾐIデｷﾗﾐ ;ゲ Iヴｷデｷケ┌Wが デｴW┞ ;ヴW デﾗﾗ ┗;ｪ┌W デﾗ identify its 
specific nature and significance. In this respect, Alexander Nehamas has explained that 
“ﾗIヴ;デWゲ ｷゲ さ; ｴ;ﾉa-Wﾏヮデ┞ ヮ;ｪWざ ┘ｴｷIｴ ｴ;ゲ HWWﾐ ｷﾐデWヴヮヴWデWS ;ﾐS IﾗﾏヮﾉWデWS ｷﾐ SｷaaWヴWﾐデ 
ways after his death (1998, 185). Similarly, comparisons between satirists and Socrates are 
┌ﾉデｷﾏ;デWﾉ┞ ﾗa さ;ﾐ ;Hゲデヴ;Iデ ﾏﾗSWﾉざ which leaves much open for interpretation (Nehamas 
1998, 186). Similarly, like Socrates, Diogenes left no writings of his own, which facilitates 
the retrospective presentation of his ヮｴｷﾉﾗゲﾗヮｴ┞ ;ゲ ;ﾐ ;ﾏ;ﾉｪ;ﾏ ﾗa け┌ﾐｷ┗Wヴゲ;ﾉげ 
characteristics (Navia 1996, 22). Accordingly, there is a danger that Classical Cynicism 
develops into an overly baggy and almost meaningless concept, as exemplified in works like 
I;ﾐ C┌デﾉWヴげゲ Cynicism from Diogenes to Dilbert (2005). Cutler has linked the philosophy of 
Diogenes to a variety of figures and movements, including Jeremy Paxman, Dada, 
Nietzsche, Beckett, H.L. Mencken, Monty Python, South Park as well as the titular Dilbert. 
However, if almost any oppositional practice can be linked to Classical Cynicism, such 
comparisons becoﾏW ;ﾉﾏﾗゲデ ﾏW;ﾐｷﾐｪﾉWゲゲく MﾗヴWﾗ┗Wヴが W┝ヮ;ﾐゲｷ┗W Iﾗﾏヮ;ヴｷゲﾗﾐゲ ﾉｷﾆW C┌デﾉWヴげゲ 
suggest that satire is in the same league as some media from which it really ought to be 
distinguished, including Dilbert cartoons. In this respect, American satirical cartoonist Dan 
Perkins, better known as Tom Tomorrow, has ridiculed Dilbert and its reception (fig. 1) 
HWI;┌ゲW ｷデ さｴ;S ; ヴWヮ┌デ;デｷﾗﾐ ;ゲ ; Iヴｷデｷケ┌W ﾗa Iﾗヴヮﾗヴ;デW ヮﾗ┘Wヴが ┘ｴWﾐ ｷﾐ ヴW;ﾉｷデ┞ ｷデ ┘;ゲ ﾃ┌ゲデ ; 






Aゲ Tﾗﾏ Tﾗﾏﾗヴヴﾗ┘げゲ ゲ;デｷヴW ﾗa Dilbert clarifies, comparisons to Classical Cynicism are not only 
デﾗﾗ ｷﾐIﾉ┌ゲｷ┗W デﾗ Wゲデ;Hﾉｷゲｴ ;ﾐ┞デｴｷﾐｪ ゲヮWIｷaｷI ;Hﾗ┌デ ゲ;デｷヴWげゲ ヮヴﾗaWゲゲWS ヴWﾉ;デｷﾗﾐゲｴｷヮ デﾗ 
philosophy, but generate undue ambiguity by drawing illegitimate parallels to other media.   
OﾐW ヮ;ヴデｷI┌ﾉ;ヴﾉ┞ ┗;ｪ┌W Iｴ;ヴ;IデWヴｷゲ;デｷﾗﾐ ﾗa Cﾉ;ゲゲｷI;ﾉ C┞ﾐｷIｷゲﾏ ｷゲ “ﾉﾗデWヴSｷﾃﾆげゲ ﾆ┞ﾐｷIｷゲﾏが ┘ｴｷIｴ 
has been criticised as a hotchpotch of ideas borrowed from Diogenes, Nietzsche, Heidegger 
and New Age spirituality (Devos and Achterhuis 2005; Groot 1985). Most importantly, albeit 
ﾆ┞ﾐｷIｷゲﾏ ｴ;ゲ HWWﾐ ゲ;ｷS デﾗ Wﾉ┌IｷS;デW ゲ;デｷヴWげゲ a┌ﾐIデｷﾗﾐ ;ゲ Iヴｷデｷケ┌W, Sloterdijk presented his 
Critique of Cynical Reason as an attack on the critical tradition of Enlightenment (1987, xxx). 
Specifically, Sloterdijk explicitly targeted the tradition of critical theory which he accused of 
; さE┌ヴﾗヮW;ﾐ ﾐW┌ヴﾗゲｷゲ ぷデｴ;デへ ゲWWゲ ｴ;ヮヮｷﾐWゲゲ ;ゲ ｷデゲ ｪﾗ;ﾉ ;ﾐS ;ﾐ Waaﾗヴデ ﾗa ヴW;ゲﾗﾐ ;ゲ ; ┘;┞ デﾗ 
achieve it. This compulsion has to be overcome. The critical addiction to making things 
better has デﾗ HW ｪｷ┗Wﾐ ┌ヮざ ふ“ﾉﾗデWヴSｷﾃﾆ ヱΓΒΑが ┝┝┝┗ｷｷぶく IﾐゲデW;Sが “ﾉﾗデWヴSｷﾃﾆ ヮヴW;IｴWゲ ; 
Heideggerian Gelassenheit (releasement) ;ﾐS ;ヴｪ┌Wゲ デｴ;デ さｷﾐ ; ﾐﾗﾐヮヴ;┝ｷゲが ; ヴWaヴ;ｷﾐｷﾐｪ aヴﾗﾏ 
acting, a letting happen and a nonintervention, higher qualities of insight can come to 
expヴWゲゲｷﾗﾐ デｴ;ﾐ ｷﾐ ;ﾐ┞ SWWSざ ふヱΓΒΑが ヵヴヰぶく  F┌ヴデｴWヴ ﾉｷﾐﾆｷﾐｪ ﾆ┞ﾐｷIｷゲﾏ デﾗ ; ヴW;Sｷﾐｪ ﾗa 
Nietzsche, Sloterdijk argues that さDｷﾗｪWﾐWゲ ｷゲ デｴW ヴW;ﾉ aﾗ┌ﾐSWヴ ﾗa デｴW G;┞ “IｷWﾐIWざ ふヱΓΒΑが 
ヲΒΑぶ ;ﾐS W┝ヮﾉ;ｷﾐゲ デｴ;デ さぷﾆへynical reason culminates in the knowledge に decried as nihilism に 
デｴ;デ ┘W ﾏ┌ゲデ ゲﾐ┌H デｴW ｪヴ;ﾐS ｪﾗ;ﾉゲざ ふヱΓΒΑが ヱΓヵぶく “ﾉﾗデWヴSｷﾃﾆ ;ヴｪ┌Wゲ デｴ;デが ﾉｷﾆW DｷﾗｪWﾐWゲが さ┘W 
I;ﾐﾐﾗデ HW ﾐｷｴｷﾉｷゲデｷI Wﾐﾗ┌ｪｴ ふぐぶ ぷｷへﾐ デｴ;デ ﾏﾗﾏWﾐデ ┘ｴWﾐ ﾗ┌ヴ IﾗﾐゲIｷﾗ┌ゲﾐWゲゲ HWIﾗﾏWゲ ヴｷヮW デﾗ 
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let go of the idea of good as a goal and to devote itself to what is already thereざ ふヱΓΒΑが ヱΓヵ 
ﾗヴｷｪｷﾐ;ﾉ Wﾏヮｴ;ゲｷゲぶく “ﾉﾗデWヴSｷﾃﾆ a┌ヴデｴWヴ ;ゲIヴｷHWゲ さ; ヮ┌┣┣ﾉｷﾐｪ ﾗヴｷWﾐデ;ﾉが ｷﾐSWWS Aゲｷ;デｷI 
IﾗﾏヮﾗﾐWﾐデざ デﾗ DｷﾗｪWﾐWゲげゲ Iｴ;ヴ;IデWヴが ;SSｷﾐｪ デｴ;デ さぷｷへﾐ デｴW ﾉ;┌ｪｴデWヴ ﾗa DｷﾗｪWﾐWゲ ;ﾐS 
Buddha, the ego itself, which had taken things so seriously, ﾉ;┌ｪｴゲ ｷデゲWﾉa デﾗ SW;デｴざ ふヱΓΒΑが 
144).  
In Critique of Cynical Reason, Sloterdijk explicitly compared kynicism to satire. Sloterdijk 
I;ﾉﾉWS デｴW さaｷヴゲデ G;┞ “IｷWﾐIWざ ﾗa DｷﾗｪWﾐWゲ ; さゲ;デｷヴｷI;ﾉ ｷﾐデWﾉﾉｷｪWﾐIWざが Iﾉ;ヴｷa┞ｷﾐｪ デｴ;デ  
Diogenes inaugurates the Gay Science by treating serious sciences in a tongue-in-
cheek manner. How much truth is contained in something can be best determined by 
making it thoroughly laughable and then watching to see how much joking around it 
can take. For truth is a matter that can stand mockery, that is freshened by any ironic 
gesture directed at it.
  
Whatever cannot stand satire is false (1987, 287). 
This idea that laughter is a test of truth, also developed by Shaftesbury (2001 [1711], 1.11), 
has sometimes been used in the service of establishing humour as central to philosophy 
(Zwart 1996, 200; Amir 2014, 40ffぶく Hﾗ┘W┗Wヴが “ﾉﾗデWヴSｷﾃﾆ IﾗﾐデWﾐSゲ デｴ;デ DｷﾗｪWﾐWゲげゲ ﾉ;┌ｪｴデWヴ 
┘;ゲ ﾗゲデヴ;IｷゲWS ｷﾐ デｴW ヮｴｷﾉﾗゲﾗヮｴｷI;ﾉ ;I;SWﾏ┞ H┞ Pﾉ;デﾗげゲ ゲWヴｷﾗ┌ゲﾐWゲゲ ふヱΓΒΑが ヱヰヲaaぶく MﾗヴWﾗ┗Wヴが 
in opposition to the Frankfurt School, which he considered as the philosophical 
Wゲデ;HﾉｷゲｴﾏWﾐデ ;デ デｴW デｷﾏWが “ﾉﾗデWヴSｷﾃﾆ ゲデヴWゲゲWS デｴ;デ DｷﾗｪWﾐWゲげゲ ﾉ;┌ｪｴデWヴ ┘;ゲ ﾐﾗデ IヴｷデｷI;ﾉが aﾗヴ 
さ┘ｴ;デ ┘W ｷﾐ ﾗ┌ヴ ゲIｷWﾐデｷaｷI デヴ;Sｷデｷﾗﾐ I;ﾉﾉ けIヴｷデｷケ┌Wげ ｷゲ ﾐﾗデｴｷﾐｪ ﾗデｴWヴ デｴ;ﾐ ; ゲ;デｷヴｷI;ﾉ a┌ﾐIデｷﾗﾐ 
that no longer undeヴゲデ;ﾐSゲ ｷデゲWﾉaざ ふヱΓΒΑが ヲΒΑぶく CヴｷデｷI;ﾉ デｴWﾗヴ┞ ;ﾐS Iヴｷデｷケ┌Wが ;ゲ Iｴ;ヴ;IデWヴｷゲWS 
H┞ HﾗヴﾆｴWｷﾏWヴが ;ｷﾏWS デﾗ W┝ヮﾗゲW デｴW a;ﾉゲｷデ┞ ﾗa ｷSWﾗﾉﾗｪ┞ ;ﾐS ;IIﾗヴSｷﾐｪﾉ┞ ;Iデ ;ゲ ; さﾉｷHWヴ;デｷﾐｪ 
ふぐぶ ｷﾐaﾉ┌WﾐIWざ デｴ;デ ヴW;ﾉｷゲWゲ さWﾏ;ﾐIｷヮ;デｷﾗﾐ aヴﾗﾏ ゲﾉ;┗Wヴ┞ざ ｷﾐ ﾗヴSWヴ デﾗ さIヴW;デW ; ┘ﾗヴﾉS ┘ｴｷch 
ゲ;デｷゲaｷWゲ デｴW ﾐWWSゲ ;ﾐS ヮﾗ┘Wヴゲざ ﾗa all (1972, 246). By contrast, Sloterdijk identifies kynicism 
;ゲ デｴW さけself-ヴW┗Wﾉ;デｷﾗﾐげ ﾗa デヴ┌デｴざ ┘ｴｷIｴ さaﾗヴ デｴW ;ﾐIｷWﾐデゲ ┘;ゲ H;ゲWS ｷﾐ けIﾗゲﾏｷI ヮ;ゲゲｷ┗ｷデ┞げざ 
(1987, 541).  
Iﾏヮﾗヴデ;ﾐデﾉ┞が “ﾉﾗデWヴSｷﾃﾆげゲ W┝ヮﾉｷIｷデ SｷゲゲﾗIｷ;デｷﾗﾐ aヴom critique and critical theory contrasts with 
comparisons between kynicism and satire in scholarship. At the same time as applying 
kynicism to the satire of The Simpsons, Jonathan Gray also introduced an updated 
IﾗﾐIWヮデｷﾗﾐ ﾗa H;HWヴﾏ;ゲげゲ ヮ┌HﾉｷI ゲヮｴWヴW デﾗ Ilarify the social and political function of the 
ゲWヴｷWゲ ;ゲ Iヴｷデｷケ┌W ふヲヰヰヵが ヱヰヴぶく MﾗヴWﾗ┗Wヴが ヴ;デｴWヴ デｴ;ﾐ “ﾉﾗデWヴSｷﾃﾆげゲ ヮ;ゲゲｷ┗ｷデ┞が Iﾗﾏヮ;ヴｷゲﾗﾐゲ 
between satire and philosophy exactly highlight activist qualities associated with critique. In 
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this respect, Erich Bronner opens Critical Theory. A Very Short Introduction with the 
argument that   
さぷヮへｷﾉﾗゲﾗヮｴ┞ ｴ;ゲ W┗ｷSWﾐIWS ; ゲ┌H┗Wヴゲｷ┗W WﾉWﾏWﾐデ aヴﾗﾏ ｷデゲ ｷﾐIWヮデｷﾗﾐく ふぐぶ “ﾗIヴ;デWゲ 
called conventional wisdom into question. He subjected long-standing beliefs to 
rational scrutiny and speculated about concerns that project beyond the existing 
ﾗヴSWヴく Wｴ;デ HWI;ﾏW ﾆﾐﾗ┘ﾐ ;ゲ けcritical theoryげ ┘;ゲ H┌ｷﾉデ ﾗﾐ デｴｷゲ ﾉWｪ;I┞ざ ふヲヰヱヱが ヱぶく   
So rather than substantiating or clarifying the suggested links with philosophy, comparisons 
between satire and kynicism ultimately obscure the philosophical role as critique which 
scholars seek to ascribe to satire.  
Alternatively, Michel Foucault introduced a rigorous conception of Classical Cynicism which 
does highlight a critical dimension (2011). At the same time, he attributes a pivotal place to 
Classical Cynicism in the history of Western philosophy and culture which is stimulating but 
suggestive. According to Foucault, through their radical free speech or parrhesia, the cynics 
introduced a model ﾗa デｴW けデヴ┌Wげ ﾉｷaW ふﾗヴ デｴW ﾉｷaW ﾉｷ┗WS ｷﾐ デヴ┌デｴぶ ┘ｴｷIｴ ｴ;ゲ ｴ;S ｪヴW;デ I┌ﾉデ┌ヴ;ﾉ 
impact (2011, 287). More specifically, Foucault argued that the Cynics revealed the life 
SW┗ﾗデWS デﾗ デヴ┌デｴ ;ゲ ヴ;SｷI;ﾉﾉ┞ さotherざ ;ﾐS ﾗヮヮﾗゲWS デﾗ Iﾗﾐ┗Wﾐデｷﾗﾐ;ﾉ aﾗヴﾏゲ ﾗa W┝ｷゲデWﾐIW ふヲヰヱヱ, 
315, original emphasis). Foucault has suggested that this concept of the true life as an other 
life has been progressively ignored in academic philosophy, but has had various cultural 
manifestations over time, including Christian asceticism, political radicalism and modern art 
(2011, 181ff). While Foucault passed away before he could substantiate these suggestions, 
some scholars have identified contemporary satire as one such form of parrhesia or brutal 
truth-telling in opposition to mainstream culture (Higgie 2014; Warner 2010). Nevertheless, 
although satire is to some extent oppositional, it does not share the radical otherness which 
Foucault rightfully ascribes to Classical Cynicism (after all, Diogenes literally lived like a dog 
on the street). While critical and oppositional, the likes of commercial satirists like John 
Oliver and Samantha Bee are hardly radically outside the mainstream. Likewise, in Roman 
デｷﾏWゲが ゲ;デｷヴｷゲデゲ ┘WヴW ;ﾉﾉ ヮ;ヴデ ﾗa ; I┌ﾉデ┌ヴ;ﾉ WﾉｷデWく Fﾗヴ デｴｷゲ ヴW;ゲﾗﾐが Iﾗﾏヮ;ヴｷゲﾗﾐゲ デﾗ Fﾗ┌I;┌ﾉデげゲ 
parrhesia frame satire as more radical than it really is.  
MﾗヴWﾗ┗Wヴが ;ﾐ;ﾉ┞デｷI ヮｴｷﾉﾗゲﾗヮｴWヴゲ ﾉｷﾆW M;ヴデｴ; N┌ゲゲH;┌ﾏ ｴ;┗W ｷSWﾐデｷaｷWS Fﾗ┌I;┌ﾉデげゲ 
ヴWIﾗﾐIWヮデ┌;ﾉｷゲ;デｷﾗﾐ ﾗa ヮｴｷﾉﾗゲﾗヮｴ┞ ﾗﾐ デｴW ﾏﾗSWﾉ ﾗa Cﾉ;ゲゲｷI;ﾉ C┞ﾐｷIｷゲﾏ ;ゲ さW┝Iｷデｷﾐｪが ぷH┌デへ ;ﾉゲﾗ 
SWWヮﾉ┞ ヮヴﾗHﾉWﾏ;デｷIざ ふヱΓΓヴが 5). Nussbaum has critically highlighted that for Foucault 
さヮｴｷﾉﾗゲﾗヮｴ┞ ｷゲ ; ゲWデ ﾗa techniques du soiが ヮヴ;IデｷIWゲ aﾗヴ デｴW aﾗヴﾏ;デｷﾗﾐ ﾗa ; IWヴデ;ｷﾐ ゲﾗヴデ ﾗa ゲWﾉaざ 
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┘ｴｷIｴ ﾗ┗Wヴﾉﾗﾗﾆゲ デｴ;デ さぷ┘へｴ;デ ｷゲ SｷゲデｷﾐIデｷ┗W ;Hﾗ┌デ デｴW IﾗﾐデヴｷH┌デｷﾗﾐ ﾗa ヮｴｷﾉﾗゲﾗヮｴWヴゲ ｷゲ デｴ;デ 
they assert that philosophy, and nothing else, is the art [of living] we require, an art that 
SW;ﾉゲ ｷﾐ ┗;ﾉｷS ;ﾐS ゲﾗ┌ﾐS ;ヴｪ┌ﾏWﾐデゲが ;ﾐ ;ヴデ デｴ;デ ｷゲ IﾗﾏﾏｷデデWS デﾗ デｴW デヴ┌デｴざ ふヱΓΓヴが ヵが ﾗヴｷｪｷﾐ;ﾉ 
emphasis). In other words, although Foucault rightfully highlights self-stylisation as central 
to ancient philosophy, analytic philosophers like Nussbaum have complained that his 
conception of philosophy as an aesthetics of life does not duly acknowledge the singularity 
of philosophy, nor the centrality of reason and argumentation as the distinctive methods 
through which philosophy aspires to truth. Albeit Nussbaum also incorporates an existential 
IﾗﾏヮﾗﾐWﾐデ ｷﾐ ｴWヴ ヮｴｷﾉﾗゲﾗヮｴ┞が ゲｴW SﾗWゲ デヴ┞ デﾗ ﾏ;ヴヴ┞ ヮｴｷﾉﾗゲﾗヮｴ┞げゲ a┌ﾐIデｷﾗﾐ ;ゲ ; デｴWヴ;ヮW┌デｷI 
praxis to the standards of analytic philosophy. By contrast, thinkers who have been inspired 
H┞ Fﾗ┌I;┌ﾉデげゲ ;WゲデｴWデｷIゲ ﾗa ﾉｷaW ｴ;┗W ﾗaデWﾐ ﾏﾗ┗WS ;┘;┞ aヴﾗﾏ ﾗヴ ﾗヮWヴ;デW ｷﾐ デｴW aヴｷﾐｪWゲ ﾗa 
academic philosophy. Take Joep Dohmen, who lectures at the small University of 
Humanistic Studies in Utrecht alongside organising philosophical holidays, or Michel Onfray, 
who founded the Université Populaire in Caen and publishes prolifically as a public 
intellectual.  
TｴW Iﾗﾏヮ;ヴｷゲﾗﾐ HWデ┘WWﾐ ゲ;デｷヴW ;ﾐS ヮｴｷﾉﾗゲﾗヮｴ┞ ﾗﾐ デｴW ｪヴﾗ┌ﾐSゲ ﾗa Fﾗ┌I;┌ﾉデげゲ ;WゲデｴWデｷIゲ ﾗa 
life is unlikely to convince many analytic philosophers. In this respect, addressing the 
question whether satire could qualify as moral philosophy, Nicholas Diehl has concluded 
デｴ;デ さaﾗヴ ;ﾐ;ﾉ┞デｷI ヮｴｷﾉﾗゲﾗヮｴWヴゲが ゲ;デｷヴW ｷゲ ;ゲ IﾉﾗゲW ;ゲ ﾆｷﾐ H┌デ ﾉWゲゲ デｴ;ﾐ ﾆｷﾐSざ ふヲヰヱンが ンヱΓぶく DｷWｴl 
SﾗWゲ ｪヴ;ﾐデ デｴ;デ さゲ;デｷヴW ｴ;ゲ ; IﾉﾗゲWヴ ﾆｷﾐゲｴｷヮ ┘ｷデｴ ﾏﾗヴ;ﾉ ヮｴｷﾉﾗゲﾗヮｴ┞ デｴ;ﾐ ｴ;ゲ ｪWﾐWヴ;ﾉﾉ┞ HWWﾐ 
ヴWIﾗｪﾐｷ┣WSざ ;ﾐS W┗Wﾐ ;ヴｪ┌Wゲ さデｴ;デ ｷデ ｷゲ ヮﾗゲゲｷHﾉW デﾗ ヮヴ;IデｷIW ヮｴｷﾉﾗゲﾗヮｴ┞ ｷﾐ デｴW ;ﾐ;ﾉ┞デｷI 
デヴ;Sｷデｷﾗﾐ デｴヴﾗ┌ｪｴ ゲ;デｷヴWざ ふヲヰヱンが ンヱヱぶく AIIﾗヴSｷﾐｪ デﾗ DｷWｴﾉが ゲ;デｷヴW ﾗaデWﾐ SW┗elops its critique 
through an analogy between a fictional representation and a real-world target, which is a 
legitimate philosophical technique (2013, 313). Nevertheless, Diehl stresses he does not 
さデｴｷﾐﾆ デｴ;デ デｴW ｴｷゲデﾗヴ┞ ﾗa ゲ;デｷヴW ヮヴﾗ┗ｷSWゲ ヮｴｷﾉﾗゲﾗヮｴWヴゲ ┘ｷth examples of works of art that 
;ヴW ゲｷﾏ┌ﾉデ;ﾐWﾗ┌ゲﾉ┞ ┘ﾗヴﾆゲ ﾗa ヮｴｷﾉﾗゲﾗヮｴ┞ざ ふヲヰヱンが ンヱΓぶく “ヮWIｷaｷI;ﾉﾉ┞が DｷWｴﾉ ｴｷｪｴﾉｷｪｴデゲ デｴ;デ デｴW 
aesthetic concerns of satire do not necessarily concur with the moral concerns of 
philosophy, adding that standard features of satire, like ridicule, often develop into 
philosophical flaws, such as ad hominem attacks (2013, 319). For this reason, Diehl explains 
デｴ;デ ｷデ ┘ﾗ┌ﾉS ┌ﾉデｷﾏ;デWﾉ┞ HW さSWWヮﾉ┞ ┌ﾐIｴ;ヴｷデ;HﾉW デﾗ ｷﾐゲｷゲデ ┌ヮﾗﾐ デヴW;デｷﾐｪ ゲ;デｷヴW ;ゲ ; SWaWIデｷ┗W 
subset of moral philosophy raデｴWヴ デｴ;ﾐ ;ゲ ; I;デWｪﾗヴｷI;ﾉﾉ┞ SｷゲデｷﾐIデ ﾏﾗSWざ ふヲヰヱンが ンヱΓぶく Aデ デｴW 
ゲ;ﾏW デｷﾏWが ｴW ;ヴｪ┌Wゲ デｴ;デ ゲ;デｷヴW Iﾗ┌ﾉS ｷﾐ ヮヴｷﾐIｷヮﾉW HW ヮｴｷﾉﾗゲﾗヮｴ┞ HWI;┌ゲW さ┘W I;ﾐ Wゲデ;Hﾉｷゲｴ 
rough desiderata from our study of the borders of satire and of good philosophical practice 
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and then build (perhaps in thought experiment) the sort of work that will satisfy the terms 
ﾗa Hﾗデｴざ ふヲヰヱンが ンヲヰぶく YWデが ;ﾉデｴﾗ┌ｪｴ ゲ┌Iｴ ; ｴ┞ヮﾗデｴWデｷI;ﾉ ┘ﾗヴﾆ ﾏ;┞ ｷﾐ ゲﾗﾏW ┘;┞ IﾗﾐIWｷ┗;Hﾉ┞ 
be philosophy, it is problematically artificial as satire. In other words, it is highly unlikely 
that an actual satire would also be philosophy.  
In conclusion, comparisons between satire and philosophy are problematic. On the one 
hand, comparisons in scholarship outside philosophy, sometimes rooted in models 
developed in the continental tradition, lack precision and misconstrue either satire or 
philosophy. On the other hand, when pursued more stringently, the comparison between 
actual satire and academic philosophy is a non-starter. Nevertheless, albeit in a loose sense, 
this comparison is not without value because it rightfully situates satire and philosophy in 
デｴW ゲ;ﾏW W┝ｷゲデWﾐデｷ;ﾉ けH;ﾉﾉヮ;ヴﾆげく TｴW ┗;ｪ┌WﾐWゲゲ ﾗa デｴW ﾏWデ;ヮｴﾗヴ ｷゲ SWﾉｷHWヴ;デWく “;デｷヴW ;ﾐS 
philosophy are together in this existential ballpark because they share a concern for truth, 
critique and emancipation. In Western culture, this existential concern has commonly been 
traced to Socrates. Still, this existential ballpark is expansive and, apart from philosophy and 
satire, contains many other practices, including critical theory and feminism. Moreover, in 
this existential ballpark, satire and philosophy are distinguished because they play ball 
differently. Satire does not share the same commitment to reason and argumentation as 
philosophy, while entertainment is not as central to philosophy as to satire. On the grounds 
of this difference, satire is not in any sense really philosophy. Instead, I consider it more 
fruitful to investigate the existential significance satire may have exactly because it is not 
philosophy.  
Throughout this thesis, I will develop the idea that satire can complement philosophy in 
significant ways because it has certain freedoms which academic philosophy lacks. 
Specifically, I will investigate the freedoms satire has as a fictional genre, whereas 
philosophy is a paradigm of non-fiction. Concretely, albeit fiction is epistemically perilous, I 
will argue that satire can make moderate cognitive contributions to a moral project of 
critique because it can exploit imaginative techniques in ways unavailable to philosophy. I 
do not claim that satire rivals epistemic best practice in philosophy, but it can nonetheless 
complement philosophical investigation in moderate ways. Moreover, although satire 
shares a moral commitment to critique with philosophy, as fiction, the genre also has a 
ﾉｷIWﾐゲW デﾗ ヮ┌ヴゲ┌W デｴW ヮ┌ヴヮﾗゲW ﾗa WﾐデWヴデ;ｷﾐﾏWﾐデく Aﾉデｴﾗ┌ｪｴ I ┘ｷﾉﾉ ;Iﾆﾐﾗ┘ﾉWSｪW デｴ;デ ゲ;デｷヴWげゲ 
purpose to entertain abates its purpose to critique, I will revalue entertainment in satire as 
a therapeutic strategy to cope with existential issues that follow from its moral 
27 
 
commitment to critique. Concretely, my meta-ethical investigation will reveal that critique 
and its emancipatory ideal is indispensable, yet the demands of critique risk to madden and 
depress if unabated. In this respect, entertainment in satire can function as a 
therapeutically mature strategy to cope with the absurd gap between the demands of 
critique and its limits. Accordingly, my investigation will frame the significance of satire as 
negotiating a fundamental and irresolvable conflict in ethical life between the care for 
others and the care of self.  
3. CHAPTER OUTLINE 
In the first chapter, I will define satire as a genre with the purpose to critique and entertain. 
“;デｷヴWげゲ SWaｷﾐｷデｷ┗W ヮ┌ヴヮﾗゲW デﾗ Iヴｷデｷケ┌W ;ﾐS WﾐデWヴデ;ｷﾐ I;ﾐ HW traced to its inception as a genre 
classification in Roman times and remains to guide interpretation and appreciation of works 
to this day. This definitive combination of critique and entertainment supports art-critical 
practices which distinguish satire from more frivolous representations and practices, 
including fooling around and shock humour, as well as more solemn critical representations 
and practices, such as feminist philosophy and British social realist cinema. On the one 
hand, critique is a broadly moral pursuit, which involves taking a stand against a certain 
discourse or practice. On the other hand, entertainment is a broadly aesthetic pursuit, 
┘ｴｷIｴが I ┘ｷﾉﾉ W┝ヮﾉ;ｷﾐが ｷﾐ┗ﾗﾉ┗Wゲ SWﾉｷｪｴデ ｷﾐ け┌ﾐW┝;ﾉデWSげ ;WゲデｴWデｷI ヮﾉW;ゲ┌ヴWゲく Aﾉデｴﾗ┌ｪｴ デｴW 
purposes of critique and entertainment can fruitfully interact in good satire, they are 
nonetheless propelled by concerns which often pull in contrastive directions. Whereas 
critique is motivated by the concern to make the world a better place, entertainment 
involves enjoying the easy pleasures of the world as it is. In this respect, satire is defined by 
a tension between the moral concerns that propel critique and the pursuit of unexalted 
aesthetic pleasures in entertainment. This tension between ethics and aesthetics explains 
the ambiguous status of satire: hailed for its truthful moral interventions, enjoyed for its 
aesthetic pleasures, but also dismissed as frivolous pastime that cultivates cynicism. In the 
following chapters, I will address this ambiguity H┞ ｷﾐ┗Wゲデｷｪ;デｷﾐｪ ｴﾗ┘ ゲ;デｷヴWげゲ definitive 
tension determines its nature, function and significance.  
 
Iﾐ デｴW ゲWIﾗﾐS Iｴ;ヮデWヴが I ┘ｷﾉﾉ aヴ;ﾏW デｴW ゲｷｪﾐｷaｷI;ﾐIW ﾗa ゲ;デｷヴWげゲ SWaｷﾐｷデｷ┗W デWﾐゲｷﾗﾐ HWデ┘WWﾐ 
critique and entertainment as corresponding to a fundamental conflict in ethical life 
between the care for others and the care of self. I will explain that entertainment in satire is 
not simply instrumental to critique and neither is satire more effective as critique because 
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it entertains. Still, I do not consider it a flaw of the genre that it abates the moral demands 
of critique by pursuing the unexalted aesthetic pleasures of entertainment. I will introduce 
a meta-WデｴｷI;ﾉ ｷﾐ┗Wゲデｷｪ;デｷﾗﾐ ヴﾗﾗデWS ｷﾐ “ｷﾏﾗﾐ Bﾉ;IﾆH┌ヴﾐげゲ ケ┌;ゲｷ-realism to safeguard the 
ｪWﾐヴWげゲ a┌ﾐIデｷﾗﾐ ;ゲ Iヴitique in light of common anxieties about truth and ethics in the wake 
of postmodernism. At the same time, my meta-ethical investigation will reveal the limits of 
critique. Although critique can highlight what is wrong with the world, it would be naïve to 
think that it can wholly emancipate the world. Moreover, an unabated commitment to 
critique is psychologically destructive. This absurd gap between the need for critique and its 
limits is a fundamental conflict in ethical life which is psychologically traumatic if 
unaddressed. In this respect, I will argue that entertainment in satire has a therapeutic 
function to abate the limits of critique. I will develop this therapeutic dimension of 
WﾐデWヴデ;ｷﾐﾏWﾐデ ｷﾐ ゲ;デｷヴW H┞ SｷゲI┌ゲゲｷﾐｪ H┌ﾏWげゲ ゲデヴ;デWｪ┞ ﾗa WﾐｪヴﾗゲゲﾏWﾐデ ｷn avocations to 
SｷゲヮWﾉ ヮｴｷﾉﾗゲﾗヮｴｷI;ﾉ ﾏWﾉ;ﾐIｴﾗﾉ┞く Iﾐ デｴｷゲ ヴWｪ;ヴSが I ┘ｷﾉﾉ ﾉｷﾐﾆ H┌ﾏWげゲ ;┗ﾗI;デｷﾗﾐゲ デﾗ デｴW 
unexalted aesthetic pleasures of entertainment. The aim of this investigation is not to 
resolve the tension between critique and entertainment in satire, but frame its significance 
in an existential framework.  
 
In the third chapter, I will investigate the contributions of satire as critique, even if they are 
ﾏﾗSWヴ;デWく M┞ ｷﾐ┗Wゲデｷｪ;デｷﾗﾐ ┘ｷﾉﾉ Iｴ;ﾉﾉWﾐｪW ｴ┞ヮWヴHﾗﾉｷI ヮヴ;ｷゲW ﾗa ゲ;デｷヴWげゲ Iﾗｪﾐｷデｷ┗W a┌ﾐIデｷﾗﾐ ﾗヴ 
politｷI;ﾉ ｷﾏヮ;Iデく “┌Iｴ ﾗ┗WヴWゲデｷﾏ;デｷﾗﾐゲ ﾗa ゲ;デｷヴWげゲ ヮﾗﾉｷデｷI;ﾉ ;ﾐS Iﾗｪﾐｷデｷ┗W a┌ﾐIデｷﾗﾐ ;ヴW 
pernicious because they set the genre up for failure by introducing expectations it cannot 
uphold. Since empirical evidence suggests that the political impact of satire is at best 
minimal, my investigation will focus on the cognitive value it may have as critique. I will 
argue that the cognitive value of satire is moderate, but significant. Concretely, I will defend 
the idea that good satire can teach non-trivial truths, including moral truths, but satirical 
truth is best understood as an introduction to an issue which requires further investigation 
or an interesting perspective which needs to be nuanced or complemented with further 
inquiry. Such a cognitive function can be meritorious, but should not be overestimated. At 
the same time, I caution that satire can deceive. The same fictional techniques which 
sometimes generate cognitive value in satire are also the ones responsible for cognitive 
flaws on other occasions. Specifically, I will compare satirical representations to cartoons 
and caricatures to highlight that they capitalise on imaginative techniques associated with 
aｷIデｷﾗﾐく Iﾐ ﾉｷｪｴデ ﾗa ゲ;デｷヴWげゲ aｷIデｷﾗﾐ;ﾉ ゲデ;デ┌ゲ ;ゲ WﾐデWヴデ;ｷﾐﾏWﾐデが I ┘ｷﾉﾉ SW┗Wﾉﾗヮ ; I;ヴWa┌ﾉ 
cognitivism to highlight the relative merits of the genre alongside its particular dangers. The 
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aim of this investigation is to intervene in a polarised debate between all too enthusiastic 
ゲ┌ヮヮﾗヴデWヴゲ ;ﾐS ﾗ┗Wヴﾉ┞ ヮWゲゲｷﾏｷゲデｷI SWデヴ;Iデﾗヴゲ ﾗa ゲ;デｷヴWげゲ Iﾗｪﾐｷデｷ┗W ┗;ﾉ┌Wく  
 
In the final chapter, I will further develop the idea of satire as therapy. Specifically, I will 
explain that satirists often cultivate a humorous irony to cope with the limits of critique. 
Such humorous irony typically manifests itself as a hopeful pessimism or hopeless 
optimism, which permits satirists to pursue critique without being crushed by existential 
absurdity. In this respect, many satirists frame their satire as a way to remain sane in mad 
world they cannot wholly cure. My investigation will be substantiated by recent 
psychological research into the effects of humour and irony on psychological wellbeing. 
However, since methodological difficulties prevent to wholly transpose these findings to 
satire, I will develop a philosophical investigation to conceptually clarify the therapeutic 
dimension of humorous and ironic strategies in the genre. Concretely, I will frame the 
therapeutic function of humour and irony in satire as narrative strategies to cope with the 
absurd gap between the demands of critique and its limits. For one, I will argue that ironic 
ridicule in satire fosters a symbolic victory over politically powerful targets by highlighting 
their normative deficiency. Moreover, humorous irony in satire introduces a therapeutic 
distance from the psychological trauma of critique. In this manner, satire is significant 
because it cultivates a humorous irony as a plausible therapeutic function in coming to 
terms with the absurd gap between the demands of critique and its limits. For this reason, 
further research about satire should focus less on proving that satire changes the world and 































CHAPTER ONE: DEFINING SATIRE (AND WHY A DEFINITION MATTERS) 
1. INTRODUCTION 
In this chapter, I develop a definition of satire as a genre with the purpose to critique and 
entertain. This definition elucidates the nature and function of satire, specifies its 
significance by distinguishing it from frivolous as well as more serious representations, and 
delimits pathways for an investigation into the value of satire, which I will develop in the 
rest of this thesis. My proposal to develop a definition of satire challenges the current 
consensus in scholarship that satire cannot and need not be defined (e.g. Diehl 2013, 311-
312; Marshall 2013, 2-5; Quintero 2007, 6; Freudenburg; 2001, 1; Griffin 1994, 4; Test 1991, 
7). The consensus is that satire can only be characterised on the grounds of a cluster of 
non-essential features or, in Wittgensteinian terms, family resemblances (Condren 2012). 
On this proposal, typical characteristics of satire (which are by no means necessary or 
sufficient conditions) include absurdity, analogy, attack, critique, fantasy, humour, irony, 
mockery, and transgression. However, such a cluster account is problematic because it 
supports a pernicious ambiguity in international media contexts by not appropriately 
distinguishing satire from other representations. Specifically, a cluster account inadequately 
acknowledges the difference between satire and frivolous fooling around or gratuitous 
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shock humour. Concretely, a satire which targets politics, like Last Week Tonight with John 
Oliver (HBO, 2014-pres.), takes a moral stand and therefore differs from media which 
cultivate ridicule for the sake of insult or are ﾃ┌ゲデ aﾗﾗﾉｷﾐｪ ;ヴﾗ┌ﾐSが ﾉｷﾆW BBCげゲ Mock The Week 
(2005-pres.). Yet, a cluster account does not acknowledge this fundamental difference and, 
デｴ┌ゲ ﾏｷゲIﾗﾐゲデヴ┌ｷﾐｪ ゲ;デｷヴWげゲ ゲWヴｷﾗ┌ゲ ﾐ;デ┌ヴW ;ﾐS ﾏﾗヴ;ﾉ ゲｷｪﾐｷaｷI;ﾐIWが ヮWヴヮWデ┌;デWゲ ヮWヴﾐｷIｷﾗ┌ゲ 
misunderstandings about satire in public discussions. For this reason, a definition matters. 
At the same time, satire is not solemn. Although satire has a moral dimension which 
frivolous fooling around or gratuitous shock humour lack, by itself, it is also without the 
firmness of activist ゲデヴ;デWｪｷWゲ ﾉｷﾆW ｴ┌ﾐｪWヴ ゲデヴｷﾆWゲ ﾗヴ デｴW ｪヴ;┗WﾐWゲゲ ﾗa P;Hﾉﾗ PｷI;ゲゲﾗげゲ 
Guernica. As opposed to activism or other critical art, satire like Last Week Tonight also 
ｷﾐIﾗヴヮﾗヴ;デWゲ けW;ゲ┞ ヮﾉW;ゲ┌ヴWゲげが ｷﾐIﾉ┌Sｷﾐｪ ﾃﾗﾆWゲ ;ﾐS ゲヮWIデ;IﾉWく Iﾐ ﾗデｴWヴ ┘ﾗヴSゲが ゲ;デｷヴW SﾗWゲ ﾐﾗデ 
just critique, but it also entertains. In this respect, I propose to define satire as a genre 
which has since Roman times guided interpretation and evaluation of works on the grounds 
of their purpose to critique and entertain. This proposal not only distinguishes satire from 
gratuitous offensiveness and frivolous fooling around, but also from critical representations 
which are straightforwardly solemn. Moreover, this definition highlights a fundamental 
tension which singularises satire as a genre. More specifically, satire is distinct because of a 
tension between critique, a broadly moral pursuit, and entertainment, a pursuit of 
け┌ﾐW┝;ﾉデWSげ ;WゲデｴWデｷI ヮﾉW;ゲ┌ヴWゲく Aﾉデｴﾗ┌ｪｴ デｴW ヮ┌ヴヮﾗゲWゲ ﾗa Iヴｷデｷケ┌W ;ﾐS WﾐデWヴデ;ｷﾐﾏWﾐデ I;ﾐ 
concur, and must do so to a certain extent in good satire, they are nonetheless propelled by 
concerns which often pull in contrastive directions. Accordingly, satire is singularised by a 
tension between the moral responsibilities that propel critique and the aesthetic pursuit of 
pleasurable feelings in entertainment. This tension between ethics and aesthetics explains 
the ambiguous status of satire: hailed for its truthful moral interventions, enjoyed for its 
aesthetic pleasures, but also dismissed as frivolous pastime that cultivates cynicism. 
Highlighting this fundamental tension between critique and entertainment, my proposal 
attenuates this ambiguity by eliciting the two-fold nature of satire and outlining pathways 
for further investigation into its value and significance, which I will pursue in this thesis.  
2. THE PERNICIOUS AMBIGUITY OF SATIRE  
TｴW ﾉ;HWﾉ けゲ;デｷヴWげ is currently perniciously ambiguous. In international media contexts, 
representations are casually identified as satire, while there are good reasons to argue that 
they really are something else. CﾗﾐIヴWデW W┝;ﾏヮﾉWゲ ｷﾐIﾉ┌SW デｴW けゲ;デｷヴｷI;ﾉげ ケ┌ｷ┣ ゲｴﾗ┘ Mock the 
Week, mﾗゲデ ﾗa デｴW ;ヴデｷIﾉWゲ ﾗﾐ けゲ;デｷヴｷI;ﾉげ ┘WHゲｷデWゲ ﾉｷﾆW The Daily Mash or The Onion, and the 
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けゲ;デｷヴｷI;ﾉげ ゲデ;ﾐS-up comedy of Frankie Boyle. These conflations are pernicious because they 
misconstrue the nature, function and significance of satire. Specifically, inappropriate 
classification of works as satire make the genre appear less morally serious than it really is, 
if not gratuitous. Recently, some scholars and critics have challenged this casual 
classification of works as satire in international media contexts. For example, they argue 
that satire like The Daily Show with Jon Stewart or The Colbert Report, which set out to 
critique politics, should be distinguished from representations that simply ridicule politics, 
including The Tonight Show with Jay Leno (NBC, 1992-2009) (Peterson 2008, 11) and 
Saturday Night Live (NBC, 1975-pres.) (Day and Thompson 2013). The latter kinds of media 
are sometimes referred to as けヮゲW┌Sﾗ-ゲ;デｷヴWげ. I agree with these scholars and critics that the 
distinction between satire and pseudo-satire is important, but often ignored in international 
media contexts. In order to theoretically support this distinction, I propose to develop a 
definition of satire.   
To clarify, the distinction between satire and uncritical representations sometimes called 
pseudo-satire is no mere academic dispute, but holds political significance. Over time, the 
ﾉ;HWﾉ けゲ;デｷヴWげ ｴ;ゲ HWIﾗﾏW ; ヮﾗﾉｷデｷI;ﾉ デﾗﾗﾉ デﾗ SWaWﾐS ;ﾐS ﾉWｪｷデｷﾏｷゲW デヴ;ﾐゲｪヴWゲゲｷ┗W ﾏWSｷ;く 
Already in early twentieth century Germany, Kurt Tucholsky (1919) defended the alleged 
crassness of satire on the grounds that satirists are offended idealists, allowed to go to any 
lengths in exposing malice. Similarly, the contemporary transgressions of South Park have 
HWWﾐ SWaWﾐSWS ;ゲ さa;ヴデ ﾃﾗﾆWゲ ┘ｷデｴ ; ｴｷｪｴWヴ ヮ┌ヴヮﾗゲWざ ﾗﾐ デｴW ｪヴﾗ┌ﾐSゲ デｴ;デ さぷデへｴW ultimate aim 
of any such ridicule and all satiric attack, even via scatology, is always correction and 
Iｴ;ﾐｪWざ ふ“デヴ;デ┞ﾐWヴ ;ﾐS KWﾉﾉWヴ ヲヰヰΓが ンぶく Hﾗ┘W┗Wヴが ┗Wヴ┞ Iﾗﾐデヴ;ゲデｷ┗W ﾏWSｷ; ｴ;┗W IﾗﾏW デﾗ HW 
SWaWﾐSWS ｷﾐ デｴW ﾐ;ﾏW ﾗa けゲ;デｷヴWげく WｴｷﾉW デｴW デヴ;ﾐゲｪヴWゲゲｷﾗﾐゲ ﾗa South Park and the satire 
described by Tucholsky are legitimate because they incorporate a moral dimension of 
Iヴｷデｷケ┌Wが ﾐﾗデ ;ﾉﾉ デヴ;ﾐゲｪヴWゲゲｷ┗W ﾏWSｷ; I┌ヴヴWﾐデﾉ┞ SWaWﾐSWS ;ゲ けゲ;デｷヴWげ ;ヴW Wケ┌;ﾉﾉ┞ ﾏWヴｷデﾗヴｷﾗ┌ゲく 
“ﾗﾏWデｷﾏWゲ デｴW ﾉ;HWﾉ けゲ;デｷヴWげ a┌ﾐIデｷﾗﾐゲ ;ゲ ; aｷｪ ﾉW;f to justify unwarranted transgression.  
Accordingly, the nature, function and significance of real satire risks being diluted by 
association to frivolous fooling around and gratuitous shock humour. Therefore, it is 
necessary to develop a more precise delimitation of satire than is commonplace in 
contemporary international media contexts.  
The perniciousﾐWゲゲ ﾗa ;ﾉﾉ デﾗﾗ I;ゲ┌;ﾉ ;ヮヮﾉｷI;デｷﾗﾐゲ ﾗa デｴW ﾉ;HWﾉ けゲ;デｷヴWげ ｷﾐ IﾗﾐデWﾏヮﾗヴ;ヴ┞ 
international media contexts becomes clear when considering a few recent examples. The 
Belgian TV show De Ideale Wereld (Canvas, 2016-present) is commonly marketed and 
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received as satire, but it does not approach topical events with moral seriousness. Instead, 
the programme revels in silliness. Case in point, De Ideale Wereld approaches the 
commemoration of the Charlie Hebdo attacks in Paris as an opportunity for absurdist 
comedy, by approaching the event as a historical re-enactment of a medieval battle ふさEWﾐ 
re-Wﾐ;IデﾏWﾐデ ┗;ﾐ Cｴ;ヴﾉｷW HWHSﾗざぶ. While such humour is fairly inconsequential and 
innocent, conflating it with satire nonetheless obscures the moral seriousness and 
significance of the genre. Moreover, more problematically, similar conflations facilitate the 
SWaWﾐIW ﾗa ┗ｷIｷﾗ┌ゲ ゲｴﾗIﾆ ｴ┌ﾏﾗ┌ヴ ;ゲ けゲ;デｷヴWげく ‘WIWﾐデﾉ┞が D┌デIｴ ヮﾗﾉｷデｷIｷ;ﾐ ;ﾐS aﾗヴﾏWヴ ヮヴWゲWﾐデWヴ 
Jan Roos sought to defend homophobic and misogynistic jokes by situating them in the 
IﾗﾐデW┝デ ﾗa ; さゲ;デｷヴｷI;ﾉ ゲｴﾗ┘ざ ふさP;┌┘ わ Jinekざ, my translation). Along the same lines, the 
ﾉ;┘┞Wヴ ﾗa BWﾉｪｷ;ﾐ ;┌デｴﾗヴ HWヴﾏ;ﾐ Bヴ┌ゲゲWﾉﾏ;ﾐゲ SWaWﾐSWS ｴｷゲ IﾉｷWﾐデげゲ Iﾗﾉ┌ﾏﾐ ;Hﾗ┌デ デｴW 
Dutch singer-ゲﾗﾐｪ┘ヴｷデWヴ Aﾐﾗ┌ﾆ ;ﾐS ｴWヴ ゲｷ┝ IｴｷﾉSヴWﾐが WﾐデｷデﾉWS さAﾐﾗ┌ﾆ ｷゲ ; HﾉﾗﾐSW slut who 
ヴWa┌ゲWゲ デﾗ ゲ┘;ﾉﾉﾗ┘ デｴW ヮｷﾉﾉざが H┞ ;ヴｪ┌ｷﾐｪ さBヴ┌ゲゲWﾉﾏ;ﾐゲ ┘ヴｷデWゲ ゲ;デｷヴWざ ┘ｴｷIｴ ﾏW;ﾐゲ さ┞ﾗ┌ 
W┝;ｪｪWヴ;デWざ ふC;ヴSﾗWﾐ ヲヰヱΑが ﾏ┞ デヴ;ﾐゲﾉ;デｷﾗﾐぶく “ｷﾏｷﾉ;ヴﾉ┞が ;aデWヴ “Iﾗデデｷゲｴ ゲデ;ﾐS-up comedian 
Fヴ;ﾐﾆｷW Bﾗ┞ﾉW ﾏﾗIﾆWS デｴW Sｷゲ;Hｷﾉｷデ┞ ﾗa ｪﾉ;ﾏﾗ┌ヴ ﾏﾗSWﾉ K;デｷW PヴｷIWげゲ ゲﾗﾐが Harvey, broadcaster 
Channel 4 defended his stand-┌ヮ ;Iデ ;ゲ ; さゲ;デｷヴｷI;ﾉ IﾗﾏﾏWﾐデ ﾗﾐ ｴｷｪｴ ヮヴﾗaｷﾉW ｷﾐSｷ┗ｷS┌;ﾉゲ 
┘ｴﾗゲW ﾉｷ┗Wゲ ｴ;┗W HWWﾐ ヮﾉ;┞WS ﾗ┌デ ｷﾐ デｴW ﾏWSｷ;ざ ふ“;ﾐIｴW┣ ヲヰヱヰぶく Iﾐ ﾗデｴWヴ ┘ﾗヴSゲが デｴW 
;ﾏHｷｪ┌ｷデ┞ ﾗa デｴW ﾉ;HWﾉ けゲ;デｷヴWげ ｷﾐ IﾗﾐデWﾏヮﾗヴ;ヴ┞ ｷﾐデWヴﾐ;デｷﾗﾐ;ﾉ ﾏWSｷa contexts is pernicious 
not only because it obscures the morally serious nature and significance of real satire, but 
because it has become a fig leaf to justify downright nasty humour.  
 
Summing up, a stringent delimitation of satire matters because the moral nature and 
significance of the genre cannot be understood without distinguishing it from both 
inconsequential silliness and gratuitous offensiveness. In what follows, I will argue that such 
a stringent delimitation can only be supported by a definition of satire. Nonetheless, a good 
definition must also acknowledge that appraisals of satire as critique by supporters are 
often hyperbolic and overestimate its social and political impact. In appraisals of Last Week 
Tonight, John Oliver was commonly praiseS aﾗヴ さSWゲデヴﾗ┞ぷｷﾐｪへざ ふB;ヴヴWﾉﾉ ヲヰヱヶき “デWヴﾐ ヲヰヱヶぶ 
;ﾐS さ;ﾐﾐｷｴｷﾉ;デぷｷﾐｪへざ ふ‘WWS ヲヰヱヶぶ Dﾗﾐ;ﾉS Tヴ┌ﾏヮ ;ゲ ｴW ヴ;ﾐ aﾗヴ GOP ヮヴWゲｷSWﾐデｷ;ﾉ I;ﾐSｷS;デWく 
‘Wｪ;ヴSﾉWゲゲが Oﾉｷ┗Wヴげゲ ゲ;デｷヴW ｴ;S ﾉｷデデﾉW ｷﾏヮ;Iデ ﾗﾐ デｴW Iﾗ┌ヴゲW ﾗa デｴW WﾉWIデｷﾗﾐ ふFWﾉSWヴ ヲヰヱヶぶく “┌Iｴ 
hyperbolic praise of conデWﾏヮﾗヴ;ヴ┞ ゲ;デｷヴWげゲ IヴｷデｷI;ﾉ ｷﾏヮ;Iデ ｷゲ Iﾗﾏﾏﾗﾐplace in contemporary 
ﾗﾐﾉｷﾐW ﾏWSｷ;く YWデが デｴWゲW ﾗ┗WヴWゲデｷﾏ;デｷﾗﾐゲ ﾗa ゲ;デｷヴWげゲ a┌ﾐIデｷﾗﾐ ;ゲ Iヴｷデｷケ┌W ;ヴW Wケ┌;ﾉﾉ┞ 
pernicious as casual conflations with frivolous fooling around or gratuitous shock humour, 
because they set the genre up for failure by stipulating unrealistic conditions for its success. 
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In response, satirists like Oliver have often pragmatically downplayed the moral seriousness 
discernible in their work by Sｷゲﾏｷゲゲｷﾐｪ さ;ﾐ┞ ﾉ;ヴｪWヴ ゲWﾐゲW ﾗa ﾏｷゲゲｷﾗﾐく Iデげゲ ﾃ┌ゲデ ね ┘WげヴW ﾏ;ﾆｷﾐｪ 
; IﾗﾏWS┞ ゲｴﾗ┘ざ ふM;ヴIｴWゲW ヲヰヱヶぶく Aデ デｴW ゲ;ﾏW デｷﾏWが ┘ｴｷﾉW ゲ┌Iｴ Sｷゲﾏｷゲゲ;ﾉゲ ﾗa IヴｷデｷI;ﾉ ｷﾐデWﾐデ 
prove easily refuted in analysis of Last Week Tonight, Oliver rightly highlights that satire is 
by itself not as solemn and grave as other forms of critique, including political rallies or 
British social realist cinema. Crucially, satirists like Oliver also set out to entertain their 
audience. For this reason, I will propose to define satire as a genre with the purpose to 
critique and entertain. This definition will overcome the pernicious ambiguity between 
satire and gratuitous offensiveness or frivolous fooling around, but also acknowledge its 
distinctness from straightforwardly solemn critique. 
 
3. THE PROTEAN VARIETY OF SATIRE 
My proposal to develop a definition of satire challenges a large consensus in contemporary 
scholarship. A definition of satire, which stipulates necessary and sufficient conditions, is 
Iﾗﾏﾏﾗﾐﾉ┞ SｷゲﾏｷゲゲWS ;ゲ ｷﾏヮﾗゲゲｷHﾉW HWI;┌ゲW ﾗa ゲ;デｷヴWげゲ さヮヴﾗデW;ﾐざ ┗;ヴｷWデ┞ ふJﾗﾐWゲ ヲヰヰΑが ヱき 
Weinbrot 2005, 3; Knight 2004, 31; Ball 2003, 165; Bogel 2001, 4; Gill 1995, ix; Test 1991, 
256; Hodgart 1969, 13; Kernan 1959, 7). Kirk Freudenburg has argued that  
 
ぷデへｴW IWﾐデヴ;ﾉ ケ┌Wゲデｷﾗﾐ ヮ┌デ デﾗ ‘ﾗﾏ;ﾐ ゲ;デｷヴW ｴ;ゲ ;ﾉ┘;┞ゲ HWWﾐ けWｴ;デ ｷゲ ｷデいげ “ｷﾐIW 
antiquity scholars ｴ;┗W ゲデヴ┌ｪｪﾉWS デﾗ ｷSWﾐデｷa┞ デｴ;デ ゲﾗﾉｷS けゲﾗﾏWデｴｷﾐｪげ HWﾐW;デｴ デｴW 
shifting surfaces of [Roman satiristsげ ┘ヴｷデｷﾐｪゲへ ふぐぶ デｴ;デ ┘ﾗ┌ﾉS ;ﾉﾉﾗ┘ ┌ゲ デﾗ Iﾗﾐデ;ｷﾐ デｴW 
variety of their works by means of a single, streamlined generic formula (2001, 1).  
According to Freudenburg, the challenge to define satire has remained unresolved, simply 
さHWI;┌ゲW けｷデげ ｷゲ ﾐﾗデ デｴWヴWざ ふヲヰヰヱが ヱぶく IﾐゲデW;Sが ゲ;デｷヴW ｴ;ゲ IﾗﾏW デﾗ HW IﾗﾐゲｷSWヴWS ;ゲ ; Iﾉ┌ゲデWヴ 
concept. In particular, Conal Condren has argued that satire cannot be defined but must 
insteaS HW Iｴ;ヴ;IデWヴｷゲWS さH┞ ┗ｷヴデ┌W ﾗa ; IﾗﾐデｷﾐｪWﾐデ ヴ;ﾐｪW ﾗa Iｴ;ヴ;IデWヴｷゲデｷIゲが ゲﾗﾏW ﾗa ┘ｴｷIｴ 
ﾗ┗Wヴﾉ;ヮ ゲ┌aaｷIｷWﾐデﾉ┞ HWデ┘WWﾐ ﾏWﾏHWヴゲ ﾗa デｴW ｪヴﾗ┌ヮ aﾗヴ ; ヴWゲWﾏHﾉ;ﾐIW デﾗ HW IヴW;デWSざ ふヲヰヱヲが 
386). To clarify, if a concept can only be characterised by a cluster account, it means that 
さthere are no properties that are individually necessary conditions for [an] object to fall 
┌ﾐSWヴ ぷデｴ;デへ IﾗﾐIWヮデざが ┘ｴｷIｴ Wﾐデ;ｷﾉゲ デｴ;デ さﾗﾐW I;ﾐﾐﾗデ SWaｷﾐW デｴ;デ IﾗﾐIWヮデが ｷﾐ デｴW ゲWﾐゲW ﾗa 
fixing individually necessary and jointly sufficient IﾗﾐSｷデｷﾗﾐゲ aﾗヴ ｷデざ ふG;┌デ ヲヰヰヵa, 274). In 
other words, while a definition would identify essential conditions for satire, a cluster 
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account denies that there is at least one condition that all satire must possess. For this 
reason, a cluster account and a definition of satire are rival theories.  
The appeal of a cluster account of satire, which does not have the onus to establish 
individually necessary and jointly sufficient conditions, has only increased since antiquity. 
“┌ゲ;ﾐ Hく Bヴ;┌ﾐS ;ヴｪ┌Wゲ デｴ;デ さaﾗヴ デｴW Romans it [satire] denoted a specific form of 
ﾉｷデWヴ;デ┌ヴWざ H┌デ さぷaへﾗヴ ┌ゲが ｷデ SWﾐﾗデWゲ ; デﾗﾐW ﾗa ┗ﾗｷIW ┘ｴｷIｴ ﾏ;┞ ﾗII┌ヴ ｷﾐ ┗ｷヴデ┌;ﾉﾉ┞ ;ﾐ┞ aﾗヴﾏ に a 
ﾐﾗ┗Wﾉが ; ﾉWデデWヴが ; ヮﾉ;┞が ; I;ヴデﾗﾗﾐが ; IﾗﾏｷI ゲﾆWデIｴざ ふヱΓΓヲが ヱぶく TｴW Oxford English Dictionary 
confirms the varied use of satire (and related lemma) and highlights the terminological 
expansion to non-artistic contexts. In its artistic sense, the third edition of the OED still 
ヮヴｷﾏ;ヴｷﾉ┞ Iｴ;ヴ;IデWヴｷゲWゲ ゲ;デｷヴW ;ゲ さぷ;へ ﾉｷデWヴ;ヴ┞ Iﾗﾏヮﾗゲｷデｷﾗﾐざが H┌デ ;ﾉゲﾗ ｴｷｪｴﾉｷｪｴデゲ さヴWﾉ;デWS 
sensWゲざが ゲヮWIｷaｷI;ﾉﾉ┞ ; さaｷﾉﾏが ﾗヴ ﾗデｴWヴ ┘ﾗヴﾆ ﾗa ;ヴデ ┘ｴｷIｴ ┌ゲWゲ ｴ┌ﾏﾗ┌ヴが ｷヴﾗﾐ┞が W┝;ｪｪWヴ;デｷﾗﾐが ﾗヴ 
ridicule to expose and criticize prevailing immorality or foolishness, esp. as a form of social 
ﾗヴ ヮﾗﾉｷデｷI;ﾉ IﾗﾏﾏWﾐデ;ヴ┞くざ Iﾐ ｷデゲ ﾐﾗﾐ-artistic sense, satire has come デﾗ SWﾐﾗデW さぷデへｴW デ┞ヮW ﾗa 
SWヴｷゲｷ┗W ｴ┌ﾏﾗ┌ヴ ﾗヴ ｷヴﾗﾐ┞ デｴ;デ ｷゲ デ┞ヮｷI;ﾉ ﾗa ; ゲ;デｷヴWざく TｴW OED outlines a similar distinction 
aﾗヴ デｴW ;SﾃWIデｷ┗Wゲ けゲ;デｷヴｷIげ ;ﾐS けゲ;デｷヴｷI;ﾉげが ┘ｴｷIｴ SWﾐﾗデWが ｷﾐ デｴW ;ヴデｷゲデｷI ゲWﾐゲWが ヮヴｷﾐIｷヮ;ﾉﾉ┞が さぷﾗへa 
ﾗヴ ヴWﾉ;デｷﾐｪ デﾗ ; ゲ;デｷヴWざ ;ﾐSが ｷﾐ デｴe non-;ヴデｷゲデｷI ゲWﾐゲWが ヮヴｷﾐIｷヮ;ﾉﾉ┞が さぷIへｴ;ヴ;IデWヴｷ┣WS H┞ ; 
sarcastically critical or mocking attitude to a person, situation, etc., esp. one viewed as 
aﾗﾗﾉｷゲｴ ﾗヴ ｷﾏﾏﾗヴ;ﾉくざ A Iﾉ┌ゲデWヴ ;IIﾗ┌ﾐデ ｷゲ ;ヴｪ┌;Hﾉ┞ ;ヮヮW;ﾉｷﾐｪ HWI;┌ゲW ｷデ I;ﾐ W;ゲｷﾉ┞ 
;IIﾗﾏﾏﾗS;デW ゲ;デｷヴWげゲ ヮヴﾗtean variety. Conversely, Condren admits that a cluster account 
ヴｷゲﾆゲ デﾗ HW さｷﾐゲ┌aaｷIｷWﾐデﾉ┞ ヴWゲデヴｷIデｷ┗Wざ ふヲヰヱヲが ンΒΑぶく IﾐSWWSが I ┘ｷﾉﾉ ;ヴｪ┌W デｴ;デ デｴW ヮヴﾗHﾉWﾏ ﾗa ; 
cluster account is that it ultimately misconstrues the nature and significance of satire 
because it inappropriately distinguishes the genre from other representations. The 
challenge of a definition is therefore to outline essential conditions for satire while 
accommodating its infamous protean variety. 
TｴW ﾉ;HWﾉ けゲ;デｷヴWげ ｴ;ゲ ;ﾉ┘;┞ゲ HWWﾐ ;ヮヮﾉｷWS デﾗ a variety of representations since antiquity. 
Eデ┞ﾏﾗﾉﾗｪｷI;ﾉﾉ┞ SWﾐﾗデｷﾐｪ けﾏWSﾉW┞げ ﾗヴ けｴﾗデIｴヮﾗデIｴげ (Gowers 2012), satire was characterised 
by variety from the moment it originated as a classification of poetry in Roman times 
(Classen 1988). The label was originally applied to miscellaneous writings, such as those of 
Ennius, but later came to denote a kind of sardonic poetry, with Horace, Juvenal and 
Persius as exponents (Braund 1996, xi; Freudenburg 2001, 4). Further complications arose 
in the Renaissance, when prose writings in the style of Menippus the Cynic, whose own 
work predates Roman satire, were also identified as satire, while the classification 
けMWﾐｷヮヮW;ﾐ ゲ;デｷヴWげ ┘;ゲ デヴ;ﾐゲヮﾗゲWS デﾗ IﾗﾐデWﾏヮﾗヴ;ﾐWﾗ┌ゲ ┘ﾗヴﾆゲ ﾗa Eヴ;ゲﾏ┌ゲ ;ﾐS ﾗデｴWヴゲ 
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(Relihan 2005, 109). Furthermore, European popular culture already showcased 
manifestations of satire before the word was introduced in vernacular languages, including 
English in the early sixteenth century (Gray 2015, 193). Since then, variety of the 
Iﾉ;ゲゲｷaｷI;デｷﾗﾐ けゲ;デｷヴWげ ｴ;ゲ ﾗﾐﾉ┞ ｷﾐIヴW;ゲWS ;ゲ ｷデ ｴ;ゲ IﾗﾏW デﾗ ヴWaWヴ to literary works of François 
Rabelais in the 16th century, John Dryden in the 17th century, Jonathan Swift in the 18th 
century, Jane Austen in the 19th century, Margaret Atwood in the 20th century and Paul 
Beatty in the 21st century.  
Moreover, satire is not exclusively literary. Satire manifests itself in various media, including 
films of Charlie Chaplin, stand-up comedy of Mort Sahl, television shows with Samantha 
Bee, caricatures of Daumier, cartoons of Aaron McGruder, murals of Banksy and songs of 
Pussy Riot. Scholars have also highlighted the geographic dispersion of satire in the 
practices of Chinese netizens (Rea 2013), contemporary Nigerian poetry (Akingbe 2014), 
anti-Stalinism in the Soviet Union (Ryan 2009), hija in Persian culture (van Gelder 1990) and 
ヮﾗﾉｷデｷI;ﾉ デ;ﾉﾆ ゲｴﾗ┘ゲ ｷﾐ H┌ﾐｪ;ヴ┞ ふIﾏヴW ヲヰヱヲぶくTｴW Iﾉ;ゲゲｷaｷI;デｷﾗﾐ けゲ;デｷヴWげ ｴ;ゲ ;ﾉゲﾗ HWWﾐ ;ヮヮﾉied 
to sociohistorical contexts themselves unfamiliar with the concept, most prominently 
ancient Greece (which had no word equivalent to the Roman satura) or the folk literature 
of the Khoi, an indigenous people of present-day South Africa (Wittenberg 2014). The ambit 
of satire is also often expanded to include perhaps less obvious examples, such as Jimi 
HWﾐSヴｷ┝げゲ ﾉｷ┗W ヮWヴaﾗヴﾏ;ﾐIWゲ ﾗa さTｴW “デ;ヴ “ヮ;ﾐｪﾉWS B;ﾐﾐWヴざ ふH┌デIｴWﾗﾐ ヱΓΒヵが ΒΑぶ ﾗヴ ゲﾗﾏW ﾗa 
Tﾗﾉゲデﾗ┞げゲ ﾐﾗ┗Wﾉゲが ｷﾐIﾉ┌Sｷﾐｪ War and Peace (Donnelly 2013; Maus 2002).  
 
Likewise, whole literary traditions have been reinterpreted as satirical, such as the late-
Victorian realism of Thomas Hardy and George Gissing (Matz 2010) or the modernism of 
J;ﾏWゲ Jﾗ┞IW ;ﾐS Vｷヴｪｷﾐｷ; Wﾗﾗﾉa ふEﾐｪﾉｷゲｴ ヲヰヱヲぶく TｴW Iﾉ;ゲゲｷaｷI;デｷﾗﾐ けゲ;デｷヴWげ also often operates 
ｷﾐ デ;ﾐSWﾏ ┘ｷデｴ ﾗデｴWヴ Iﾉ;ゲゲｷaｷI;デｷﾗﾐゲく T;ﾆW NWｷﾉ Bﾉﾗﾏﾆ;ﾏヮげゲ District 9 (2009), which is 
commonly understood as satire and science fiction. Furthermore, sometimes only specific 
parts of works are qualified as satirical. For example, Orange is the New Black (Netflix, 
2013-pres.) has moments of satire from season three onwards, when the Federal 
Department of Corrections sells Litchfield Penitentiary to a private company, Management 
わ CﾗヴヴWIデｷﾗﾐ Cﾗヴヮﾗヴ;デｷﾗﾐく Fｷﾐ;ﾉﾉ┞が デｴW Iﾉ;ゲゲｷaｷI;デｷﾗﾐ けゲ;デｷヴWげ W┝IWWSゲ ﾐ;ヴヴﾗ┘ﾉ┞ ;ヴデｷゲデｷI 
contexts. The speeches of Sir Edward Clay, former British High Commissioner to Kenya, 
have been analysed as satirical (Harrington, and Manji 2013). Another example could be 
NｷｪWﾉ F;ヴ;ｪWげゲ ｷﾐa;ﾏﾗ┌ゲ デ;ﾆWSﾗ┘ﾐ ﾗa HWヴﾏ;ﾐ ┗;ﾐ ‘ﾗﾏヮ┌┞, first President of the European 
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Cﾗ┌ﾐIｷﾉが ┘ｴﾗﾏ ｴW ケ┌ｷヮヮWS ｴ;S さデｴW Iｴ;ヴｷゲﾏ; ﾗa ; S;ﾏヮ ヴ;ｪが ;ﾐS デｴW ;ヮヮW;ヴ;ﾐIW ﾗa ; ﾉﾗ┘-
ｪヴ;SW H;ﾐﾆ IﾉWヴﾆざが a┌ヴデｴWヴ Sｷゲﾏｷゲゲｷﾐｪ ｴｷゲ ;ﾉﾉWｪWS ;ﾐデｷ-ﾐ;デｷﾗﾐ;ﾉｷゲﾏ H┞ ;SSｷﾐｪ さヮWヴｴ;ヮゲ デｴ;デげゲ 
because you come from Belgium, which of course is pretty much a non-Iﾗ┌ﾐデヴ┞ざ ふヲヰヱヰぶく 
Wｴ;デW┗Wヴ デｴW ﾏWヴｷデ ﾗa F;ヴ;ｪWげゲ ヮﾗﾉｷデｷIゲが ｴｷゲ I;┌ゲデｷI ゲデ┞ﾉW ┘ﾗ┌ﾉS ﾐﾗデ HW ﾗ┌デ ﾗa ヮﾉ;IW ｷﾐ The 
Daily Show or Last Week Tonight.  
  
This brief overview testifies to the protean variety of satire, which has led scholars, like 
Robert C. Elliott, to conclude that さぷﾐへﾗ ゲデヴｷIデ SWaｷﾐｷデｷﾗﾐ I;ﾐ WﾐIﾗﾏヮ;ゲゲ デｴW IﾗﾏヮﾉW┝ｷデ┞ ﾗa ; 
┘ﾗヴS デｴ;デ ゲｷｪﾐｷaｷWゲが ﾗﾐ ﾗﾐW ｴ;ﾐSが ; ﾆｷﾐS ﾗa ﾉｷデWヴ;デ┌ヴW ふぐぶ ;ﾐSが ﾗﾐ デｴW ﾗデｴWヴが ; ﾏﾗIﾆｷﾐｪ ゲヮｷヴｷデ 
or tone that manifests itself in many literary genres but can also enter into almost any kind 
ﾗa ｴ┌ﾏ;ﾐ Iﾗﾏﾏ┌ﾐｷI;デｷﾗﾐざ ふヱΓΒヴぶく Subsequent generations of scholars have heeded 
Elliottげゲ ┘;ヴﾐｷﾐｪ ┘Wﾉﾉが ;ﾐS デｴWヴW ｷゲ ﾐﾗ┘;S;┞ゲ ; IﾗﾐゲWﾐゲ┌ゲ デｴ;デ ゲ;デｷヴW I;ﾐﾐﾗデ ;ﾐS ﾐWWS ﾐﾗデ 
be defined (Marshall 2013, 2-5; Quintero 2007, 6; Griffin 1994, 4; Test 1991, 7). In 
particular, Conal Condren (2012) has developed a strong case against individually necessary 
and jointly sufficient conditions for satire. Dismissing a definition, Condren has instead 
characterised satire on the grounds of a cluster of variable criteria or, in Wittgensteinian 
terms, non-essential family resemblances (2012, 386). A similar cluster account had already 
been suggested by Elliott ｴｷﾏゲWﾉaが ┘ｴﾗ Iﾉ;ｷﾏWS デｴ;デ さデｴWヴW ;ヴW ﾐﾗ ヮヴﾗヮWヴデｷWゲ Iﾗﾏﾏﾗﾐ デﾗ ;ﾉﾉ 
デｴW ┌ゲWゲざ ﾗa ゲ;デｷヴW ;ﾐS さｷa ぷ┘Wへ Iﾗ┌ﾉS find an essential property, it could be so general as to 
HW ┌ゲWﾉWゲゲ aﾗヴ ヮ┌ヴヮﾗゲWゲ ﾗa SWaｷﾐｷデｷﾗﾐざ ふヱΓヶヲが ヲヲぶく “uch cluster accounts have often proven 
ゲデヴﾗﾐｪ ｷﾐ IﾗﾐデWﾏヮﾗヴ;ヴ┞ ;WゲデｴWデｷIゲが ｷﾐIﾉ┌Sｷﾐｪ BWヴ┞ゲ G;┌デげゲ ふヲヰヰヵa) cluster theory of art and 
“デ;IｷW FヴｷWﾐSげゲ ふヲヰヱヲぶ デｴWﾗヴ┞ ﾗa aｷIデｷﾗﾐく AﾉﾗﾐｪゲｷSW ゲ;デｷヴWげゲ ヮヴﾗデW;ﾐ ┗;ヴｷWデ┞が デｴW ゲ┌IIWゲゲ ﾗa 
such cluster accounts may seem enough reason to abandon a definition of satire. However, 
in the case of satire, the absence of a definition misses what I will identify as a key tension 
at the base of satire between critique and entertainment. For this reason, I will challenge 
the cluster account of satire and introduce a definition of satire as a genre with the purpose 
to critique and entertain.  
 
For the record, I do not dismiss the value of cluster accounts overall. Later, in Chapter 
Threeが I ┘ｷﾉﾉ SWaWﾐS FヴｷWﾐSげゲ cluster account of fiction. Accordingly, I will argue that there 
are some characteristics which are typical of fiction, but not one definitive characteristic 
that fiction must have that sets it apart from non-fiction. Still, it remains possible to 
establish whether a work is fiction on the ground of criteria which count toward its fictional 
status (although there will be some ambiguous cases). However, in the case of satire, a 
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cluster account is not normatively adequate because it cannot similarly ground a distinction 
between satire and so-called pseudo-satire. The problem is that satire typically shares 
multiple characteristics with pseudo-satire, be it irony, ridicule, analogy, attack, fantasy, 
absurdity, etc. The difference between the two really hinges on one essential criterion, i.e. 
all satire must critique. Since a cluster account would consider critique a family 
resemblance, but not a necessary condition, it can therefore not adequately distinguish 
satire from pseudo-satire. Further, my proposal is that satire must not simply critique, but 
also entertain. This necessary condition of entertainment does not further distinguish satire 
from pseudo-satire, but rather accommodates why confusion between the two is rife. 
IﾐゲデW;Sが ;ゲ I ┘ｷﾉﾉ Iﾉ;ヴｷa┞が ゲ;デｷヴWげゲ ヮ┌ヴヮﾗゲW デﾗ WﾐデWヴデ;ｷﾐ a┌ヴデｴWヴ distinguishes it from 
straightforwardly solemn critique, including other critical art. In conclusion, in its weakest 
formulation, my proposal is that critique and entertainment are two necessary conditions 
which set satire apart from pseudo-satire and other critical art. As it stands, this weak 
proposal would already improve on the normative inadequacy of a cluster account of satire. 
Yet, I will develop the strong formulation of this proposal, which is that the purposes to 
critique and entertain are jointly sufficient to define satire (and I will address 
counterexamples to this proposal below).  
4. DEFINING SATIRE AND WHY IT MATTERS 
Satire may be infamously protean, but there is nonetheless an art-critical consensus that 
ゲﾗﾏW ┘ﾗヴﾆゲ I┌ヴヴWﾐデﾉ┞ ｷSWﾐデｷaｷWS ;ゲ けゲ;デｷヴWげ ｷﾐ ｷﾐデWヴﾐ;デｷﾗﾐ;ﾉ ﾏWSｷ; IﾗﾐデW┝デゲ ヴW;ﾉﾉ┞ ;ヴW 
something else. I will frame the political significance of this art-critical distinction below. 
Now, I will develop the argument that this art-critical distinction can only be upheld by a 
definition of satire, not a cluster account. As mentioned, the art-critical distinction 
introduced by scholars and critics is between the real satire of, say, Samantha Bee and John 
Oliver, and the so-I;ﾉﾉWS けヮゲW┌Sﾗ-ゲ;デｷヴWげ ﾗa Saturday Night Live or Jay Leno (Day and 
Thompson 2013, 180; McClennen 2011, 70; Jones 2010, 10; Hendra 1987, 24). Russell 
Peterson distinguishes between さIﾗﾏWS┞ about ヮﾗﾉｷデｷIゲざが ┘ｴｷIｴ ゲデｷﾏ┌ﾉ;デWゲ ｷﾐSｷaaWヴWﾐIW ;ﾐS 
I┞ﾐｷIｷゲﾏが ;ﾐS さｪWﾐ┌ｷﾐW ゲ;デｷヴWが ┘ｴｷIｴ ┌ゲWゲ IﾗﾏWSｷI ﾏW;ﾐゲ デﾗ ;S┗;ﾐIW ; ゲWヴｷﾗ┌ゲ Iヴｷデｷケ┌Wざ 
(Peterson 2008, 9, original emphasis). Likewise, when accepting the Herblock Prize for 
editorial cartooning in ヲヰヱヴが JWﾐ “ﾗヴWﾐゲWﾐ ｷﾐゲIヴｷHWS ｴWヴ ┘ﾗヴﾆ ｷﾐ HWヴHﾉﾗIﾆげゲ ゲ;デｷヴｷI;ﾉ 
デヴ;Sｷデｷﾗﾐ H┞ W┝ヮﾉ;ｷﾐｷﾐｪ デｴ;デ さｴW SヴW┘ aヴﾗﾏ ; IﾉW;ヴ ﾏﾗヴ;ﾉ ヮWヴゲヮWIデｷ┗Wざ ;ﾐS SｷS ﾐﾗデ さｪﾗ aﾗヴ 
innocuous, crowd-pleasing Jay Leno-ゲデ┞ﾉW ｪ;ｪゲざく A similar distinction was ironically 
acknowledged by the German comedian Jan Böhmermann in his programme Neo Magazin 
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Royale (ZDFneo, 31 March 2016), which although marketed as satire, he nonetheless 
ゲﾗ┌ｪｴデ デﾗ Sｷゲデｷﾐｪ┌ｷゲｴ aヴﾗﾏ ヴW;ﾉ ゲ;デｷヴW ;ゲ けQ┌;デゲIｴげ ふﾐﾗﾐゲWﾐゲWぶく “ﾗﾏWデｷﾏWゲが さヮゲW┌Sﾗ-ゲ;デｷヴWざ 
has also been equalleS デﾗ さﾉ;ﾏヮﾗﾗﾐざ ﾗヴ さ; SWゲIヴｷヮデｷ┗W ヮﾗヴデヴ;ｷデ デｴ;デ ヴWﾉｷWゲ ﾗﾐ ｷﾐ┗WIデｷ┗W 
ヴ;デｴWヴ デｴ;ﾐ ﾗHﾃWIデｷ┗W ;ﾐS ゲﾗヮｴｷゲデｷI;デWS ;ﾐ;ﾉ┞ゲｷゲざ ふD;ヴ;ｴ ヲヰヰヵが ヲヲ-23).  
 
In particular, scholarship of contemporary satire on American television has highlighted a 
critical dimension which distinguishes it from so-called pseudo-satire. Discussing satirical 
news parodies like The Daily Show with Jon Stewart (Comedy Central, 1999-2015) and The 
Colbert Report (Comedy Central, 2005-2014), Jeffrey P. Jones argues that さゲ;デｷヴW ｷゲ ; ｴ;ヴS-
knuckled cヴｷデｷケ┌W ﾗa ヮﾗ┘Wヴざ ふヲヰヰΓが Βンぶく “ｷﾏｷﾉ;ヴﾉ┞が GWﾗaaヴW┞ B;┞ﾏ ｷSWﾐデｷaｷWゲ デｴWゲW 
ヮヴﾗｪヴ;ﾏﾏWゲ ;ゲ さゲデｷﾐｪｷﾐｪ Iヴｷデｷケ┌W ｷﾐ デｴW ｪ┌ｷゲW ﾗa ｪﾗﾗS ｴ┌ﾏﾗヴざ ふヲヰヱヰが ヱヲヴぶく Amber Day 
identifies satirical documentaries (like Morgan Spurlockげゲ Super Size Me (2004)) and media 
activism ふﾉｷﾆW Bｷﾉﾉｷﾗﾐ;ｷヴWゲ aﾗヴ B┌ゲｴぶ ;ゲ さIヴｷデｷケ┌W ﾗa デｴW ｷﾐ;SWケ┌;IｷWゲ ﾗa IﾗﾐデWﾏヮﾗヴ;ヴ┞ 
ヮﾗﾉｷデｷI;ﾉ SｷゲIﾗ┌ヴゲWざ ふD;┞ ヲヰヱヱが ヴンぶく Sophia McClennen explains that さぷゲへ;デｷヴWげゲ ;ｷﾏ ｷゲ デﾗ 
ﾗaaWヴ ゲﾗIｷ;ﾉ IヴｷデｷIｷゲﾏざ ふMICﾉWﾐﾐWﾐ ヲヰヱヱが Αヰぶ ;ﾐS ;SSゲ デｴ;デ さデｴｷゲ ｷゲ ; aﾗヴﾏ ﾗa ｴ┌ﾏﾗヴ ﾏW;ﾐt 
デﾗ I;┌ゲW Iｴ;ﾐｪWざ ふMICﾉWﾐﾐWﾐ ヲヰヱヱが ヵ-6). In the same vein, Peterson quotes Charles E. 
“Iｴ┌デ┣ ┘ｴﾗ ;ヴｪ┌Wゲ デｴ;デ さデｴW ヮ┌ヴヮﾗゲW ﾗa ゲ;デｷヴW ┘ｷデｴ ｷデゲ ﾐWｪ;デｷ┗W ;ヮヮヴﾗ;Iｴ ｷゲ ヮﾗゲｷデｷ┗W 
Iｴ;ﾐｪWざ ふPWデWヴゲﾗﾐ ヲヰヰΒが ヱヶΓぶく TｴWゲW ゲデ;デWﾏWﾐデゲ ;ヴW ｷﾐSｷI;デｷ┗W ﾗa ;ﾐ ;ヴデ-critical consensus 
that satire serves a critical if not emancipatory function which distinguishes it from mere 
fooling around, also commonly identified as pseudo-satire.  
 
Pseudo-satire is to be distinguished from satire because it lacks a morally serious dimension 
of Iヴｷデｷケ┌Wく CﾗﾐIヴWデWﾉ┞が ;ﾉデｴﾗ┌ｪｴ Hﾗデｴ ;ヴW ﾗaデWﾐ I;ゲ┌;ﾉﾉ┞ ｷSWﾐデｷaｷWS ;ゲ けゲ;デｷヴWげが デｴWヴW ｷゲ ; 
significant difference between the satire of Last Week Tonight with John Oliver and the 
pseudo-satire of Mock the Week, the show on which Oliver debuted before moving to The 
Daily Show with Jon Stewart. In its first season, Last Week Tonight received a Peabody 
A┘;ヴS aﾗヴ Sｷゲデｷﾐｪ┌ｷゲｴWS ;ﾐS ﾏWヴｷデﾗヴｷﾗ┌ゲ ヮ┌HﾉｷI ゲWヴ┗ｷIW H┞ さHヴｷﾐｪｷﾐｪ ゲ;デｷヴW ;ﾐS ﾃﾗ┌ヴﾐ;ﾉｷゲﾏ 
W┗Wﾐ IﾉﾗゲWヴ デﾗｪWデｴWヴざ ふヲヰヱヴぶく “ｷﾏｷﾉ;ヴﾉ┞が The Daily Show with John Stewart was awarded 
デｴヴWW PW;HﾗS┞ A┘;ヴSゲ aﾗヴ ｷデゲ さHｷデｷﾐｪ ヮﾗﾉｷデｷI;ﾉ ゲ;デｷヴWざ ふヲヰヰヰぶが さゲｴ;ヴヮ IﾗﾏﾏWﾐデ;ヴ┞ざ ふヲヰヰヴぶ 
;ﾐS さゲヮぷW;ﾆｷﾐｪへ デヴ┌デｴ デﾗ ヮﾗ┘Wヴざ ふヲヰヱヵぶく B┞ Iﾗﾐデヴ;ゲデが ┘ｴｷﾉW Mock the Week is promoted by 
broadcasters BBC (n.d.) and Dave (n.d.ぶ ;ゲ デ;ﾆｷﾐｪ ; さゲ;デｷヴｷI;ﾉ ゲ┘ｷヮW ;デ デｴW ﾐW┘ゲざが ; ヮヴﾗS┌IWヴ 
W┝ヮﾉ;ｷﾐゲ ｷデ ｷゲ ヴW;ﾉﾉ┞ ; ゲｴﾗ┘ ┘ｷデｴ さﾃﾗﾆWゲ ;Hﾗ┌デ ヮﾗﾉｷデｷIｷ;ﾐゲ HWｷﾐｪ a;デ ;ﾐS ┌ｪﾉ┞ ﾗヴ ;ﾉﾉ ゲﾗヴデゲ ﾗa 
ﾗデｴWヴ デｴｷﾐｪゲざ ふ“ｴWヴ┘ｷﾐ ヲヰヱンぶく Iﾐ デｴｷゲ ヴWゲヮWIデが Oﾉｷ┗Wヴ ┘;ゲ ;Iデｷ┗Wﾉ┞ SｷゲIﾗ┌ヴ;ｪWS aヴﾗﾏ 
addressing issues like the Iraq war during his time at Mock the Week (Bennett 2011) and 
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has deplored the lack of true satire like The Daily Show on British TV (Garrahan 2015). This 
difference between the satire of Last Week Tonight and the pseudo-satire of Mock the 
Week can be elucidated through analyses of their different approaches to scandals 
involving the international football organisation, FIFA.   
 
Iﾐ さFIFA ;ﾐS デｴW WﾗヴﾉS C┌ヮざ ふヲヰヱヴぶが Jﾗｴﾐ Oﾉｷ┗Wヴ ｷﾐデヴﾗS┌IWゲ FIFA ;ゲ さ; IﾗﾏｷI;ﾉﾉ┞ ｪヴﾗデWゲケ┌W 
ﾗヴｪ;ﾐｷゲ;デｷﾗﾐくざ HW ゲWデゲ デｴW デﾗﾐW aﾗヴ ; IﾗﾏｷI H┌デ IヴｷデｷI;ﾉ W┝ヮﾗゲｷデｷﾗﾐ H┞ W┝ヮﾉ;ｷﾐｷﾐｪ デｴ;デ さデWﾉﾉｷﾐｪ 
ゲﾗﾏWHﾗS┞ ;Hﾗ┌デ FIFAげゲ ｷﾐﾐWヴ ┘ﾗヴﾆｷﾐｪゲ aﾗヴ デｴW aｷヴゲデ デｷﾏW ｷゲ ; Hｷデ ﾉｷﾆW ゲｴﾗ┘ｷﾐｪ ゲﾗﾏWﾗﾐW けT┘ﾗ 
Gｷヴﾉゲが OﾐW C┌ヮげく Yﾗ┌ Sﾗ ｷデ ﾏ;ｷﾐﾉ┞ ゲﾗ ┞ﾗ┌ I;ﾐ ┘;デIｴ ヮWﾗヮﾉWげゲ ｴﾗヴヴｷaｷWS W┝ヮヴWゲゲｷﾗﾐゲ ﾗﾐ デｴWｷヴ 
a;IWゲくざ Tｴヴﾗ┌ｪｴﾗ┌デが Oﾉｷ┗Wヴ ﾗゲIｷﾉﾉ;デWゲ HWデ┘WWﾐ ﾉW┗ｷデ┞ ;ﾐS ゲWヴｷﾗ┌ゲﾐWゲゲ H┞ ┌ゲｷﾐｪ IﾗﾏｷI 
strategies in service of arguments which reveal the immorality of FIFA officials. Specifically, 
Oliver introduces a comic syllogism to highlight the controversy in Brazil about hosting the 
ヲヰヱヴ WﾗヴﾉS C┌ヮく Pﾗゲｷデｷﾐｪ デｴ;デ さBヴ;┣ｷﾉｷ;ﾐゲ ;ヴW W┝IｷデWS ;Hﾗ┌デ W┗Wヴ┞デｴｷﾐｪざが ｴW ゲ┌ヮヮﾗヴデゲ デｴｷゲ 
premise with a clip of samba dancers ;デ Bヴ;┣ｷﾉｷ;ﾐ I;ヴﾐｷ┗;ﾉが W┝ヮﾉ;ｷﾐｷﾐｪ さデｴｷゲ ｷゲ ｴﾗ┘ デｴW┞ 
celebrate that it is about to be Lent. They love the concept of giving up chocolate 
デWﾏヮﾗヴ;ヴｷﾉ┞ぁざ Oﾉｷ┗Wヴ デｴWﾐ ヴWﾏｷﾐSゲ デｴW ;┌SｷWﾐIW デｴ;デ Bヴ;┣ｷﾉｷ;ﾐゲ さ;ﾉゲﾗ ;ヴW デｴW HｷｪｪWゲデ ゲﾗIIWヴ 
a;ﾐゲ ﾗﾐ W;ヴデｴざ ;ﾐS IﾗﾐIﾉ┌SWゲ さゲﾗ デｴW┞ ﾏ┌ゲデ HW デｴヴｷﾉﾉWS ;デ デｴW ヮヴﾗゲヮWIデ ﾗa ｴﾗゲデｷﾐｪ デｴW WﾗヴﾉS 
C┌ヮくざ Hﾗ┘W┗Wヴが Oﾉｷ┗Wヴ ┌ﾐSWヴI┌デゲ デｴｷゲ IﾗﾐIﾉ┌ゲｷﾗﾐ ┘ｷデｴ ﾐW┘ゲ ヴWヮﾗヴデゲ ﾗa ヮヴﾗデWゲデゲ ｷﾐ Bヴ;┣ｷﾉ 
against FIFA and the World Cup. As a baffled Oliver looks for an explanation, more news 
reports clarify the extravagant spending of the Brazilian government, which will ultimately 
only enrich FIFA and its officials. Specifically mentioning the construction of a stadium so 
deep in the rainforest that it cannot be reached by car, Oliver adds that the stadium will 
ヴWﾏ;ｷﾐ ┌ﾐ┌ゲWS ;aデWヴ デｴW WﾗヴﾉS C┌ヮ ;ﾐS ﾃﾗﾆWゲ ｷデ ┘ｷﾉﾉ デｴWﾐ HWIﾗﾏW さデｴW ┘ﾗヴﾉSげゲ ﾏﾗゲデ 
W┝ヮWﾐゲｷ┗W HｷヴS デﾗｷﾉWデざく After roughly thirteen minutes, Oliver concludes his comically critical 
exposition by stating, さぷHへ┞ デｴｷゲ ヮﾗｷﾐデが I ｴﾗヮW Iげ┗W ヮヴﾗ┗Wﾐ デﾗ ┞ﾗ┌ デｴ;デ FIFA ｷゲ ﾃ┌ゲデ ;ヮヮ;ﾉﾉｷﾐｪくざ  
By contrast, rather than the object of comic critique, allegations of bribery and corruption 
at the address of FIFA executives are an occasion for simply fooling around on Mock the 
Week (さMﾗIﾆ TｴW WWWﾆ “WヴｷWゲ ヱヰ EヮｷゲﾗSW ヱざ).  In an ﾗヮWﾐｷﾐｪ ヴﾗ┌ﾐS I;ﾉﾉWS さHW;SﾉｷﾐWヴゲざが デｴW 
six panellists (professional comedians) are asked to complete the initials of a headline 
(B.S.I.P) accompanied by a picture of David Beckham handing a present to FIFA president 
Sepp Blatter. The multiple guesses of thW ヮ;ﾐWﾉﾉｷゲデゲが ｷﾐIﾉ┌Sｷﾐｪ さIゲ ｷデ けBW;ﾐ “ヮヴﾗ┌デゲ ｷﾐ 
P;Iﾆ;ｪWいざが さけBﾉ;デデWヴ “デW;ﾉゲ ISｷﾗデげゲ Pｷ┣┣;いざ ;ﾐS さけBWIﾆｴ;ﾏげゲ “ヮWﾉﾉｷﾐｪ ｷゲ Pｴ-┌ﾐﾐ┞げいざが Sﾗ ﾐﾗデ 
serve to substantiate a critical argument about the immorality of FIFA and its executives. 
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Instead, rather than invesデｷｪ;デｷﾐｪ ;ﾐS IﾗﾐSWﾏﾐｷﾐｪ FIFAげゲ I┌ﾉデ┌ヴW ﾗa Iﾗヴヴ┌ヮデｷﾗﾐが デｴW 
panellists indulge in fangless jokes about Beckham launching a new cough medicine, 
さBWIﾆゲｷヮざ ふﾏﾗゲデ ﾉｷﾆWﾉ┞ ; ヮ┌ﾐ ﾗﾐ デｴW Iﾗ┌ｪｴ ﾏWSｷIｷﾐW けLemsipげぶ ;ﾐS “Wヮヮ Bﾉ;デデWヴげゲ ﾐ;ﾏW 
さゲﾗ┌ﾐSぷｷﾐｪへ ﾉｷﾆW ゲWデ ヮﾉ;デデWヴざ ;ﾐS さﾉｷﾆW ; GWヴﾏ;ﾐ ｪ┌┞ ;ゲﾆｷﾐｪ aﾗヴ ; ゲデWヮ ﾉ;SSWヴくざ OII;ゲｷﾗﾐ;ﾉﾉ┞が 
some jokes at the expense of FIFA are critical, for instance when Chris Addison reacts to 
FIFAげゲ Iﾗﾐデヴﾗ┗Wヴゲｷ;ﾉ ;ヮヮﾗｷﾐデ ﾗa HWﾐヴ┞ Kｷゲゲｷﾐｪer to its ethics committee by exclaiming, さ;ﾐ 
88-year-ﾗﾉS ┘;ヴ Iヴｷﾏｷﾐ;ﾉいぁ Tｴ;デげゲ ┘ｴﾗ ┞ﾗ┌ ┘;ﾐデ ﾗﾐ ;ﾐ WデｴｷIゲ IﾗﾏﾏｷデデWWぁ Wｴﾗ WﾉゲW ｷゲ デｴWヴWい 
Abu Hamza? The Child Catcher off Chitty Chitty Bang Bangい AﾐS デｴW ヮヴﾗS┌IWヴゲ ﾗa Bヴｷデ;ｷﾐげゲ 
Gﾗデ T;ﾉWﾐデいざ Yet, sandwiched between so many other uncritical jokes, these few moments 
do not sustain any meaningful critique in Mock the Week. By and large, Mock the Weekげゲ 
comedy about topical events does not set out to critique, but simply to ridicule for the sake 
of it and fool around. 
 
The difference between satire like Last Week Tonight and pseudo-satire like Mock the Week 
is that the former employs comic strategies to critique current affairs, while the latter 
approaches the news as an opportunity for silliness. Although both shows are casually 
ｷSWﾐデｷaｷWS ;ゲ けゲ;デｷヴWげが デｴW┞ ﾏ┌ゲデ HW ゲｷデ┌;デWS ｷﾐ SｷaaWヴWﾐデ ;ヴデｷゲデｷI I;デWｪﾗヴｷWゲく TｴW IﾗﾏｷI 
critique of John Oliver serves a markedly different artistic function than the fooling around 
of Mock the Weekげゲ ヮ;ﾐWﾉｷゲデゲく Tｴｷゲ SｷaaWヴWﾐIW ｷゲ ;ﾉゲﾗ ヴWalected in the critical reception of the 
two shows. Whereas Last Week Tonight has been lauded with a Peabody for its public 
service, Mock the Week is commonly criticised for failing to attain the standards of satire 
(Walker 2014). In this respect, critics have dismissed Mock the Week ;ゲ さ; ヮ;ヴ;SW ﾗa SｷIﾆ 
ﾃﾗﾆWゲざが ┘ﾗﾐSWヴｷﾐｪ さｷゲﾐげデ デｴｷゲ ゲ┌ヮヮﾗゲWS デﾗ HW ; ゲ;デｷヴｷI;ﾉ ゲ┘ｷヮW ;デ デｴW ﾐW┘ゲいざ ふLﾗｪ;ﾐ ヲヰヱヵぶく 
Crucially, the point is exactly that Mock the Week is not poor satire, but that it is not satire 
at all, despite being marketed as such. Whatever broadcasters BBC and Dave may claim, 
Mock the Week is not developed to be satire, since it does not set out to critique. Instead, 
Mock the Week seeks to serve the purposes of comic panel show に and as a comic panel 
show, it is arguably quite good. Nonetheless marketing the show as a satirical swipe at the 
news sets it up for failure in the eyes of critics, because that label introduces certain 
expectations in art-critical circles that Mock the Week really does not set out to fulfil. At the 
same time, art-critical dismissals of Mock the Week do suggest that real satire has an 




Importantly, this art-critical distinction between genuine satire like Last Week Tonight and 
pseudo-satire like Mock the Week can only be supported by a definition of satire, which 
identifies critique as a necessary condition, not a cluster account, which considers it simply 
a family resemblance. As a reminder, prominent defenders of a cluster account of satire 
include Robert C. Elliott (1962) and Conal Condren (2012). Criticising Elliottげゲ Iﾉ┌ゲデWヴ 
account, David Fishelov already remarked it would be undermined if there ┘;ゲ さ; ﾐWIWゲゲ;ヴ┞ 
IﾗﾐSｷデｷﾗﾐ デｴ;デ ;ヮヮﾉｷWゲ デﾗ ;ﾉﾉ ゲ;デｷヴWざ ふヱΓΓヱが ヱヲΒ-129). Ironically, while Elliott mentioned in a 
デｴヴﾗ┘;┘;┞ ヴWﾏ;ヴﾆ デｴ;デ さ[a]ﾉﾉ ゲ;デｷヴW ;デデ;Iﾆゲざが CﾗﾐSヴWﾐ デﾗﾗ ｴｷﾐデゲ ;デ ゲ┌Iｴ ; ﾐWIWゲゲ;ヴ┞ 
IﾗﾐSｷデｷﾗﾐ aﾗヴ ゲ;デｷヴW ┘ｴWﾐ ｴW ;Iﾆﾐﾗ┘ﾉWSｪWゲ さﾗﾐW ｷﾐaﾗヴﾏｷﾐｪ Iharacteristic, namely moral 
ゲWヴｷﾗ┌ゲﾐWゲゲざが ;SSｷﾐｪ デｴ;デ さぷデへｴｷゲ ｷﾐデWﾐデｷﾗﾐ;ﾉ デｴヴW;S ﾗa WデｴｷI;ﾉ Iヴｷデｷケ┌W ｴ;ゲ HWWﾐ ヮWヴ┗;ゲｷ┗Wざ 
(2012, 391). Similarly, in developing a working definition of satire (to help lawyers deal with 
changes in Australian copyright law), CﾗﾐSヴWﾐ ;ﾐS IﾗﾉﾉW;ｪ┌Wゲ ｴ;┗W ;ゲゲWヴデWS さデｴ;デ ゲ;デｷヴW ｴ;ゲ 
come to refer to a dimension of writing or communicating critical of some aspect of society 
ﾗヴ ｷﾐデWﾉﾉWIデ┌;ﾉ ﾉｷaWざ ふヲヰヰΒが ヴヱヱぶく AIﾆﾐﾗ┘ﾉWSｪｷﾐｪ デｴ;デ さぷデへｴW ﾏW;ﾐゲ デﾗ ぷゲ;デｷヴWげゲへ IヴｷデｷI;ﾉ WﾐSゲ 
are also various, but are most likely to involve the provocation of h┌ﾏﾗ┌ヴざが CﾗﾐSヴWﾐ ;ﾐS 
colleagues デｴWヴWaﾗヴW SW┗WﾉﾗヮWS ; ┘ﾗヴﾆｷﾐｪ SWaｷﾐｷデｷﾗﾐ ﾗa ゲ;デｷヴW ;ゲ さデｴﾗゲW ;ヴデｷゲデｷI W┝ヮヴWゲゲｷﾗﾐゲ 
IヴW;デWS ｷﾐ デｴW ゲ;デｷヴｷI ﾏﾗSW ﾗヴ ｷSｷﾗﾏざが ｷくWく さデｴW IヴｷデｷI;ﾉ ｷﾏヮ┌ﾉゲW ﾏ;ﾐｷaWゲデｷﾐｪ ｷデゲWﾉa ｷﾐ ゲﾗme 
SWｪヴWW ﾗa SWﾐｷｪヴ;デｷﾗﾐが ;ﾉﾏﾗゲデ ｷﾐ┗;ヴｷ;Hﾉ┞ デｴヴﾗ┌ｪｴ ;デデWﾏヮデWS ｴ┌ﾏﾗ┌ヴざ ふ2008, 413). 
 
Nevertheless, despite acknowledging critique as central to a working definition, Condren 
ultimately maintains that さIWﾐゲﾗヴｷﾗ┌ゲﾐWゲゲざ ふﾗヴ ┘ｴ;デ I I;ﾉﾉ Iヴｷデｷケ┌Wぶ ｷゲ ﾗﾐﾉ┞ ; a;ﾏｷly 
resemblance and not essential for satire (2012, 392). Specifically, Condren has alluded to 
ﾏ;ゲゲ ﾏWSｷ; ﾏ;ヴﾆWデWS ;ゲ けゲ;デｷヴWげが ﾗa ┘ｴｷIｴ Mock the Week is an example, to concede that 
さゲ;デｷヴW I;ﾐ Iﾗﾐデヴ;Iデ ｷﾐデﾗ ヴW;ﾉﾉ┞ HWｷﾐｪ ﾗﾐﾉ┞ ; ﾃﾗﾆWざ ふヲヰヱヲが ンΓヲぶく HW W┝ヮﾉ;ｷﾐゲ デｴ;デ さぷｷへa ゲ;デｷヴW ;ゲ 
merely joking is to be included in the range of a definition of the satiric, the recent working 
SWaｷﾐｷデｷﾗﾐ ﾗa ゲ;デｷヴW ヮ┌デ aﾗヴ┘;ヴS H┞ ﾏ┞ IﾗﾉﾉW;ｪ┌Wゲ ;ﾐS I ﾏｷｪｴデ ヴWケ┌ｷヴW ;Sﾃ┌ゲデﾏWﾐデざ ふヲヰヱヲが 
392). Accordingly, Condren concedes the possibility of satire which does not critique and 
rejects さ;ﾐ┞デｴｷﾐｪ デｷｪｴデWヴざ デｴ;ﾐ ; Iﾉ┌ゲデWヴ account of satire (2012, 396). However, the 
ﾉﾗﾗゲWﾐWゲゲ ﾗa CﾗﾐSヴWﾐげゲ Iﾉ┌ゲデWヴ ｷゲ ヮヴﾗHﾉWﾏ;デｷI HWI;┌ゲW ｷデ ﾏｷゲIﾗﾐゲデヴ┌Wゲ デｴW ﾐ;デ┌ヴW ;ﾐS 
significance of satire. Crucially, while CoﾐSヴWﾐげゲ IﾗﾐIWゲゲｷﾗﾐ デﾗ ｷﾐIﾉ┌SW ┌ﾐIヴｷデｷI;ﾉ ゲ;デｷヴW 
follows strictly from his cluster account, it ignores the genuine difference between the 
satire of Last Week Tonight and the pseudo-satire of Mock the Week. This normative 
inadequacy has political significance, because it makes satire appear less serious than it 
really is and provides ammunition to detractors of the genre to dismiss it as trivial, if not 
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cynical. Moreover, this concession contrasts with common art-critical practices that do 
consider critique essential to satire (see Akingbe 2014, 48; Greenberg 2011, 3; Ryan 2009, 
8; Milner Davis 2009, 197; Hooley 2007, 5; Matz 2010, xiv; Bradshaw 2004, 222; Fry 1957; 
Horton 1993, 4; Greenblatt 1965, 105). 
 
In response to the normative inadequacy of a cluster account, my proposal for a definition 
identifies critique as a necessary condition for satire. Accordingly, the nature and 
significance of satire must be construed as a broadly ethical activity. In this regard, I follow 
Simon Blackburn in delimiting the doﾏ;ｷﾐ ﾗa WデｴｷIゲ さｷﾐ デWヴﾏゲ ﾗa ; ゲデ;ｷヴI;ゲW ﾗa ヮヴ;IデｷI;ﾉ ;ﾐS 
Wﾏﾗデｷﾗﾐ;ﾉ ;ゲIWﾐデざ ふヱΓΓΒが Βぶく Aデ デｴW Hﾗデデﾗﾏ ┘W ｴ;┗W ヮ┌ヴW ヮヴWaWヴWﾐIWゲが H┌デ ｪﾗｷﾐｪ ┌ヮが ┘W 
enter into the domain of ethics as we are unable to still agree to disagree and take a stand. 
Critique consists exactly of taking such a stand in opposition to that with which we 
Sｷゲ;ｪヴWWく “ｷﾏｷﾉ;ヴﾉ┞が J;ﾏWゲ “┌デｴWヴﾉ;ﾐS ｴ;ゲ Iﾉ;ｷﾏWS ｷデ ｷゲ さデｴW ﾏ;ヴﾆ ﾗa デｴW ゲ;デｷヴｷゲデ デｴ;デ ｴW ぷsic] 
I;ﾐﾐﾗデ ;IIWヮデ ;ﾐS ヴWa┌ゲWゲ デﾗ デﾗﾉWヴ;デWざ ;ﾐS ｷゲ さSヴｷ┗Wﾐ デﾗ ヮヴﾗデWゲデざ ふヱΓヵΒが ヴぶく OaデWﾐが Iヴｷデｷケ┌W 
opposes social discourses and practices to advance wellbeing and realise emancipation 
(Critchley 2001, 72-73). At the same time, critique in satire can be less lofty, for example 
when South Park ふさC;ヴデﾗﾗﾐ W;ヴゲ P;ヴデ ヱざぶ ヮヴﾗデWゲデWS ;ｪ;ｷﾐゲデ Iﾗﾐa┌ゲｷﾗﾐ HWデ┘WWﾐ デｴeir 
carefully developed storytelling and the random jokes in Family Guy (Fox, 1999-pres.). 
Although a matter of aesthetic disputation, the disagreement nonetheless enters into the 
broadly ethical domain when watching Family Guy and confusing it with South Park is not to 
be tolerated but instead must be actively opposed.  
 
In this respect, the difference between South Park and Family Guy runs parallel to that 
between satire and pseudo-satire. Albeit that not everyone agrees (Frim 2014; Peterson 
2008 passim), South Park has been praised as satire on the grounds of its critique of 
contemporary society (Weinstock 2008, 18; Thompson 2009; Johnson-Woods 2007, 96-97). 
By contrast, while the transgressions of Family Guy and its creator, Seth McFarlane, are 
sometimes also defended as satire (Sevenich 2015; Pous 2011; DeRochi 2008), critics have 
SｷゲﾏｷゲゲWS ゲ┌Iｴ SWaWﾐIWゲ ﾗﾐ デｴW ｪヴﾗ┌ﾐSゲ デｴ;デ さぷゲへatire is meant to take one thing and 
W┝;ﾏｷﾐW ｷデ デｴヴﾗ┌ｪｴ ; ｴ┌ﾏﾗヴﾗ┌ゲ ﾉWﾐゲが ┌ゲ┌;ﾉﾉ┞ ｷﾐ ; IヴｷデｷI;ﾉ ┘;┞く M;IF;ヴﾉ;ﾐWげゲ ｴ┌ﾏﾗヴ ﾗaデWﾐ 
doeゲﾐげデ ｴ;┗W デｴ;デ ﾗHﾃWIデ ;デ ;ﾉﾉねｷデげゲ ﾗﾐW-SｷﾏWﾐゲｷﾗﾐ;ﾉ ゲｴﾗIﾆ ｴ┌ﾏﾗヴざ ふM;IDﾗﾐ;ﾉS ヲヰヱンぶく Tｴｷゲ 
difference between satire like South Park and pseudo-satire like Family Guy can be further 





Reflecting on his musical influences, Springsteen explains how he was inspired by Hank 
Wｷﾉﾉｷ;ﾏゲげゲ Iﾗ┌ﾐデヴ┞ Iﾉ;ゲゲｷIが さM┞ B┌IﾆWデげゲ Gﾗデ ; HﾗﾉW ｷﾐ Iデざ (1949). Crucially, although 
Williams would sing about hardship and deprivation, he never asked さWhy does my bucket 
have a hole in it?ざ ふ‘ﾗﾉﾉｷﾐｪ “デﾗﾐW “デ;aa ヲヰヱヲぶく Aゲ “ヮヴｷﾐｪゲデWWﾐ W┝ヮﾉ;ｷﾐゲが デｴW Iﾗ┌ﾐデヴ┞ デヴ;Sition 
ｷﾐ ┘ｴｷIｴ Wｷﾉﾉｷ;ﾏゲ ﾗヮWヴ;デWS ┘;ゲ さrarely politically criticalざ ふ‘ﾗﾉﾉｷﾐｪ “デﾗﾐW “デ;aa ヲヰヱヲぶく 
Springsteen himself had to wait until he discovered the politically critical folk tradition of 
Woodie Guthrie iﾐ ﾗヴSWヴ デﾗ aｷﾐS ﾏ┌ゲｷI デｴ;デ SｷS HヴW;Iｴ Wｷﾉﾉｷ;ﾏゲげゲ ┌ﾐ;SSヴWゲゲWS ケ┌Wゲデｷﾗﾐ of 
why the bucket has a hole in it. Crucially, protest singers like Guthrie highlighted that the 
bucket need not necessarily have a hole in it, but that it was sustained by political 
authorities. Similarly, if society is the bucket, satire critically opposes and protests against 
the hole in it, much like the folk music of Woody Guthrie. By contrast, pseudo-satire has a 
go at the expense of the hole in the bucket and cultivates it as an opportunity for 
merriment. In other words, satire has a critical and even emancipatory dimension which 
pseudo-satire lacks. It follows that whichever hole in the bucket satirists identify, by virtue 
of opposing it, they take a stand that things would be better if the hole was fixed (even if 
they rarely introduce suggestions how it can be fixed or can even be downright pessimistic 
about the likelihood of repair).   
 
Crucially, my proposal that critique is a necessary condition for satire entails, in 
metaphorical terms, that there is no satire without the intention of a satirist to oppose a 
hole in the bucket. In this regard, propagations of Wyndham Lewis and others that satire is 
non-moral are either counteracted by artistic practice (Bradshaw 2004, 222) or by 
contrastive claims that do identify ethical concerns and critique as central to satire (Griffin 
1994, 71). However, it does not follow that a satirist must also be justified in their critique. 
They may identify a hole where really there is none or end up butchering the bucket rather 
than repairing it. In this regard, the Nazis had satire (Plea Staff 2016), while many satirical 
cartoons of Michael Cummings, MBE, are racist. Similarly, when Juvenal e┝Iﾉ;ｷﾏゲが さit is 
hard not デﾗ ┘ヴｷデW ゲ;デｷヴWざ ｷﾐ ﾉｷｪｴデ ﾗa デｴW さｷﾐﾃ┌ゲデｷIWゲ ﾗa ‘ﾗﾏWざが ┘W ﾐWWS ﾐﾗデ ;ｪヴWW ｷデ ｷゲ ;ﾐ 
ﾗ┌デヴ;ｪW さぷ┘へｴWﾐ ; ┘ﾗﾏ;ﾐﾉ┞ W┌ﾐ┌Iｴ デ;ﾆWゲ ; ┘ｷaWぁざ ふ2004 Satire I. 22/30, original emphasis). 
Although satire by definition sets out to critique, and therefore results from more serious 
motivation than pseudo-ゲ;デｷヴW ﾗヴ aﾗﾗﾉｷﾐｪ ;ヴﾗ┌ﾐSが ヴｷｪｴデa┌ﾉ I;デWｪﾗヴｷゲ;デｷﾗﾐ ﾗa ; ┘ﾗヴﾆ ;ゲ けゲ;デｷヴWげ ｷゲ 
not automatically a badge of honour. There is bad satire and sometimes satire is bad because 
it is immoral in its critique. (In the next chapter, I will develop a meta-ethical investigation in 
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order to arbitrate when satire is morally on target.) Yet, even bad satire sets out to critique 
and ought to be distinguished, on these grounds, from pseudo-satire, fooling around or shock 
humour. However, this art-critical distinction is often ignored in international media contexts.  
 
The art-critical practice of delimiting satire more rigorously than common in popular culture 
is not exclusively contemporary. Similar to current ambiguity in international media 
IﾗﾐデW┝デゲが Iﾉ;ゲゲｷaｷI;デｷﾗﾐ ;ゲ けゲ;デｷヴWげ ┘;ゲ I;ゲ┌;ﾉ ｷﾐ ヱΑデｴ ;ﾐS ヱΒデｴ IWﾐデ┌ヴ┞ Bヴｷデ;ｷﾐが さaﾗヴ ｷﾐ 
addition to being used to describe almost anything written or ゲヮﾗﾆWﾐ ﾗa け; ゲｴ;ヴヮ ﾗヴ ゲW┗WヴWげ 
デ┌ヴﾐが ｷデ ┘;ゲ ;ヮヮﾉｷWS デﾗ ﾉｷｪｴデ ﾏﾗIﾆWヴ┞ デﾗﾗざ ふEﾉﾆｷﾐ ヱΓΑンが ヱヱぶく Iﾐ ヴWゲヮﾗﾐゲWが ｷﾐ certain art-critical 
IｷヴIﾉWゲが さI;ヴWa┌ﾉ ;デデWﾏヮデゲ ┘WヴW ﾏ;SW デﾗ Sｷゲデｷﾐｪ┌ｷゲｴ けゲ;デｷヴWげ aヴﾗﾏ デｴW デWヴﾏゲ ┘ｷデｴ ┘ｴｷIｴ ｷデ ┘;ゲ 
Iﾗﾏﾏﾗﾐﾉ┞ Iﾗﾐa┌ゲWSざ ふElkin 1973, 13). According to Ashley Marshall, who favours a cluster 
account, such art-critical distinctions are problematic because they ignore the great 
さIﾗﾏヮﾉW┝ｷデ┞ ;ﾐS SｷaaWヴWﾐIWざ ｷﾐ ;ヮヮﾉｷI;デｷﾗﾐゲ ﾗa けゲ;デｷヴWげ ;デ デｴW デｷﾏW ふヲヰヱンが ヲ-5; 33). However, 
┘ｴｷﾉW M;ヴゲｴ;ﾉﾉげゲ ゲデ┌Sy of works that were commonly identified as satire in 17th and 18th 
century Britain is enlightening, the indiscriminate inclusivity of a cluster account does 
misconstrue the significance and nature of satire by including, say, the non-critical 
さsympathetic ゲ;デｷヴWざ ﾗa HWﾐヴ┞ FｷWﾉSｷﾐｪ ふM;ヴゲｴ;ﾉﾉ ヲヰヱンが ┝ｷｷｷぶく Oﾐ ﾏ┞ ヮヴﾗヮﾗゲ;ﾉが ゲ┞ﾏヮ;デｴWデｷI 
satire is a contradiction in terms. While it is invaluable to understand the complexity and 
SｷaaWヴWﾐIW ｷﾐ ;ヮヮﾉｷI;デｷﾗﾐ ﾗa デｴW ﾉ;HWﾉ けゲ;デｷヴWげ ｷﾐ ﾏWSｷ; IﾗﾐデW┝デゲ ;Iヴﾗゲゲ デｴW ;ｪWゲが 
ackﾐﾗ┘ﾉWSｪｷﾐｪ ｷデ ;ﾉﾉ ;ゲ ヴW;ﾉﾉ┞ ゲ;デｷヴW ｷゲ ヮヴﾗHﾉWﾏ;デｷI HWI;┌ゲW ｷデ SWﾐｷWゲ ゲ;デｷヴWげゲ ﾏﾗヴ;ﾉ 
dimension as critique.  
 
In this respect, enforcing the centrality of moral seriousness to satire and, accordingly, 
distinguishing it from frivolous fooling around or gratuitous shock humour is no mere 
academic matter, but holds political significance, especially in light of recent events 
surrounding Charlie Hebdo and Neo Magazin Royale. These events have put the adequate 
SWﾉｷﾏｷデ;デｷﾗﾐ ﾗa デｴW IﾗﾐIWヮデ けゲ;デｷヴWげ ;デ デｴW ｴW;ヴデ ﾗa Sebates about European identity and 
SWﾏﾗIヴ;I┞く AaデWヴ デｴW ;デデ;Iﾆゲ ﾗﾐ Cｴ;ヴﾉｷW HWHSﾗ ｷﾐ P;ヴｷゲが ;ﾐ WSｷデﾗヴｷ;ﾉ ;Hﾗ┌デ さ“;デｷヴW ;ﾐS 
“IｷWﾐIWざ ┘;ゲ ヮ┌HﾉｷゲｴWS ｷﾐ Nature ┘ｴｷIｴ ゲﾗ┌ｪｴデ デﾗ ゲデヴWゲゲ さデｴW ヮ;ヴデ デｴ;デ Hﾗデｴ ゲIｷWﾐIW ;ﾐS 
satire played in promoting the contrasting val┌Wゲ ﾗa デｴW EﾐﾉｷｪｴデWﾐﾏWﾐデざ ふCampbell 2015). If 
satire is to be inscribed in such a serious tradition of enlightened critique, spearheaded by 
the likes of Voltaire, it matters that Mock the Weekげゲ aﾗﾗﾉｷﾐｪ ;ヴﾗ┌ﾐS ﾗヴ Fヴ;ﾐﾆｷW Bﾗ┞ﾉWげゲ 
offensive shock humour is really something else. The satirists of Charlie Hebdo had a moral 
;ｪWﾐS; ヴﾗﾗデWS ｷﾐ デｴW ;ﾐ;ヴIｴｷゲデｷI ヮヴｷﾐIｷヮﾉW けﾐﾗ ｪﾗSゲが ﾐﾗ ﾏ;ゲデWヴゲげ ふDe Redactie Staff 2015). In 
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a defence of a secular individualism, they attacked sacred cows of political and religious 
authority. However, although Charlie Hebdo proclaimed a progressive politics, its satire was 
aﾉ;┘WS HWI;┌ゲW デｴW ﾏ;ｪ;┣ｷﾐWげゲ Hﾉ┌ﾐデ ゲデ┞ﾉW Iﾗ┌ﾉS W;ゲｷﾉ┞ HW Iﾗﾐゲデヴ┌WS ;ゲ ヮerpetuating 
xenophobia and racism. Nevertheless, although Charlie Hebdo did not always successfully 
realise its critical intentions, it is important to acknowledge it was not simply offensive for 
the sake of it. Satire, even if it is flawed, is rightfully distinguished from gratuitous shock 
humour, otherwise its purpose appears less serious than it is.  
 
Further, satire should be distinguished from uncritically fooling around in order to avoid 
ambiguity about its rightful place in liberal democracies. When Jan Böhmermann was sued 
by the Turkish government for an ironic poem about President Erdogan in his TV 
programme Neo Magazine Royale, the right to satirise was publically claimed as a value 
which set liberal democracies apart from authoritarian regimes. However, public defences 
often outlined contrastive functions of satire. Most prominently, publisher Matthias 
Döpfner (2016) SWaWﾐSWS BﾜｴﾏWヴﾏ;ﾐﾐげゲ ゲ;デｷヴW ;ゲ ﾐWIWゲゲ;ヴ┞ Iヴ;ゲゲﾐWゲゲ ;ｪ;ｷﾐゲデ 
undemocratic malice, in a tradition outlined by Tucholsky (1919). By contrast, liberal MEP 
G┌┞ VWヴｴﾗaゲデ;Sデ デヴｷ┗ｷ;ﾉｷゲWS BﾜｴﾏWヴﾏ;ﾐﾐげゲ ;Iデ ;ゲ さﾐﾗデ ﾏ┞ デ;ゲデW ｷﾐ ｴ┌ﾏﾗヴが H┌デ ｷﾐ ; aヴWW 
ゲﾗIｷWデ┞ ゲ┌Iｴ ゲ;デｷヴｷI;ﾉ ヮﾗWﾏゲ ﾏ┌ゲデ HW ヮﾗゲゲｷHﾉWざ ふ“ヮｷWｪWﾉ Staff 2016a). In other words, contra 
DﾜヮaﾐWヴげゲ SWaWﾐIW ﾗa ゲ;デｷヴW ;ゲ ; ゲWヴｷﾗ┌ゲ ヮﾗﾉｷデｷI;ﾉ IﾗﾐデヴｷH┌tion, Verhofstadt merely tolerated 
it in the name of freedom of speech. Regardless whether BﾜｴﾏWヴﾏ;ﾐﾐげゲ ヮﾗWﾏ ﾉｷ┗Wゲ ┌ヮ デﾗ 
DﾜヮaﾐWヴげゲ ヮヴ;ｷゲWが ┘ｴｷIｴ I ┘ｷﾉﾉ ｷﾐ┗Wゲデｷｪ;デW HWﾉﾗ┘が ｷa デｴW ┗;ﾉ┌Wゲ ﾗa SWﾏﾗIヴ;I┞ are defended in 
the name of satire, it does matter whether one is defending the right to speak truth to 
power or the right to simply ridicule high-profile politicians. Crucially, a cluster account 
offers no theoretical elucidation here because it cannot ground this distinction between 
satire and pseudo-satire. In order to redress this problem, a definition is required to 
legitimise the appropriate significance of satire as a democratic value.  
 
Iﾐ IﾗﾐIﾉ┌ゲｷﾗﾐが ; SWaｷﾐｷデｷﾗﾐ ﾗa ゲ;デｷヴW ﾏ;デデWヴゲ HWI;┌ゲW ｷデ ｪヴﾗ┌ﾐSゲ ゲ;デｷヴWげゲ ヮﾗﾉｷデｷI;ﾉ ゲｷｪﾐｷaｷI;ﾐIW 
by distinguishing it from uncritical transgressions. Still, as an alternative to a cluster 
account, a definition which outlines necessary and sufficient conditions faces a further 
challenge. Condren has rightfully raised the caveat that さｷa ゲﾗﾏW ゲﾗヴデ ﾗa WデｴｷI;ﾉﾉ┞ IヴｷデｷI;ﾉ 
edge is characteristic of satire, this is unlikely to be a uniquely defining feature or to provide 
;ﾐ W┝Iﾉ┌ゲｷ┗W ヮ┌ヴヮﾗゲWざが ゲﾗ さ;ﾐ ;SSｷデｷﾗﾐ;ﾉ WﾉWﾏWﾐデざ ┘ﾗ┌ﾉS HW ﾐWWSWS aﾗヴ ; SWaｷﾐｷデｷﾗﾐ ふヲヰヱヲが 
378). He has W┝ヮﾉｷIｷデﾉ┞ ┘;ヴﾐWS デｴ;デ IﾗﾐゲｷSWヴｷﾐｪ ｴ┌ﾏﾗ┌ヴ さ;ゲ ;ﾐ WゲゲWﾐデｷ;ﾉ aW;デ┌ヴW ﾗa ;ﾐ┞デｴｷﾐｪ 
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I;ﾉﾉWS ; ゲ;デｷヴWが ﾉWデ ;ﾉﾗﾐW SWaｷﾐW ゲ;デｷヴW ｷﾐ デWヴﾏゲ ﾗa ｷデが ｷゲ Hﾗ┌ﾐS デﾗ Sｷゲデﾗヴデざ ふCﾗﾐSヴWﾐ 2012, 
389). Condren specificalﾉ┞ ヴWaWヴゲ デﾗ さデｴW I┌ゲデﾗﾏ;ヴ┞ SWゲｷｪﾐ;デｷﾗﾐ ﾗa Oヴ┘Wﾉﾉげゲ 1984 ;ゲ ゲ;デｷヴWざが 
which is not humorous and neither does it intend to be (2012, 389). Other examples, like 
Jｷﾏｷ HWﾐSヴｷ┝げゲ さThe Star-“ヮ;ﾐｪﾉWS B;ﾐﾐWヴざが a┌ヴデｴWヴ デWゲデｷa┞ デｴ;デ ｴ┌ﾏﾗ┌ヴ ｷゲ ;デ HWゲデ ; ゲデ;ﾐS;ヴS 
aW;デ┌ヴW ﾗa ゲ;デｷヴWが ﾐﾗデ ;ﾐ WゲゲWﾐデｷ;ﾉ IﾗﾐSｷデｷﾗﾐく Aデ デｴW ゲ;ﾏW デｷﾏWが ┘ｴ;デ Oヴ┘Wﾉﾉげゲ ;ﾐS HWﾐSヴｷ┝げゲ 
satires do have in common with Last Week Tonight or The Great Dictator, I argue, is that 
they set out to entertain. Therefore, my proposal is to define satire as a genre that sets out 
to critique and entertain.  
 
Apart from critique, my definition also stipulates entertainment as a necessary condition 
aﾗヴ ゲ;デｷヴWく Iﾐ ┗;ヴｷﾗ┌ゲ ┘;┞ゲが ゲ;デｷヴWげゲ a┌ﾐS;mental combination of entertainment and critique 
ｴ;ゲ Iﾗﾐデｷﾐ┌;ﾉﾉ┞ HWWﾐ ;Iﾆﾐﾗ┘ﾉWSｪWS ｷﾐ ゲIｴﾗﾉ;ヴゲｴｷヮく Iデ ｴ;ゲ HWWﾐ ゲ;ｷS デｴ;デ さぷデへｴW ゲ;デｷヴｷゲデ ｴﾗﾉSゲ 
a place half-┘;┞ HWデ┘WWﾐ デｴW ヮヴW;IｴWヴ ;ﾐS デｴW ┘ｷデざ ふWﾗﾉaW ヱΓヲΓが Αぶ ;ﾐS さデｴﾗ┌ｪｴ ｴW ぷsic] 
may enjoy his talent and may hope that we will enjoy it too, the satirist normally avows a 
ﾏﾗヴW ゲWヴｷﾗ┌ゲ ｷﾐデWﾐデざ ふPﾗﾉﾉ;ヴS ヱΓΑヰが ヱぶく F┌ヴデｴWヴが ゲ;デｷヴW ｴ;ゲ HWWﾐ IﾗﾐゲｷSWヴWS さ; ┘W;ヮﾗﾐ ;ﾐS ; 
toyざ ふNﾗﾆWゲ ヱΓΒΑが ヱΑぶが ┘ｴｷIｴ さ;ｷﾏゲ デﾗ WﾐデWヴデ;ｷﾐ ;ﾐS ;ﾏ┌ゲW ;ゲ ┘Wﾉﾉ ;ゲ デﾗ ｷﾐaﾗヴﾏ ;ﾐS 
ヴWaﾗヴﾏざ ふBヴﾗ┘ﾐ ヱΓΓンが ンぶが さデﾗ ゲデｷﾐｪ ;ﾐS ;ﾏ┌ゲWざ ふWight 1964 [1936], 9) and さto entertain 
;ﾐS デﾗ ｷﾏヮヴﾗ┗W ゲﾗIｷWデ┞ざ (Hornblower and Spawforth 1996, 953). Similarly, satire has been 
ゲ;ｷS デﾗ ゲデｷﾏ┌ﾉ;デW さﾃWゲデ ;ﾐS W;ヴﾐWゲデざ ふHｷｪｴWデ ヱΓヶヲが ヲンンぶ ;ﾐS さIﾗﾏHｷﾐWゲ ;ｪｪヴWゲゲｷ┗W 
denunciation wｷデｴ ゲﾗﾏW ;WゲデｴWデｷI aW;デ┌ヴWゲ ┘ｴｷIｴ I;ﾐ I;┌ゲW ヮ┌ヴW ヮﾉW;ゲ┌ヴW ｷﾐ デｴW ゲヮWIデ;デﾗヴざ 
(Hodgart 1969, 10). In this respect, Niall Rudd has argued that  
 
Roman satirists may be thought of as functioning within a triangle of which the 
apices are (a) attack, (b) entertainment, and (c) preaching. If a poem rests too long 
on apex (a), it passes into lampoon or invective; if it lingers on (b) it changes into 
comedy; and if it remains on (c) it becomes a sermon (Rudd 1986, 1).  
In line with these comments, I develop the proposal that the combined purpose of critique 
and entertainment is a necessary and sufficient condition which singularises satire as a 
genre. I will now briefly elucidate the nature and function of entertainment in satire in 
contrast to critique. In what follows later, I will explain that the definitive tension between 




Unlike critique, which is a broadly moral pursuit, I propose that entertainment, on the 
whole, involves particular aesthetic experiences (derived from, say, the masterful timing of 
a joke or the aptness of an analogy). I will further clarify this proposal below. For now, I 
introduce a minimal view of aesthetic experiences, according to which they are 
さW┝ヮWrience[s] derived from attending in a discriminating manner to forms, qualities or 
meaningful features of things, attending to these for their own sake or for the sake of a 
ヮ;┞ﾗaa ｷﾐデヴｷﾐゲｷI デﾗ デｴｷゲ ┗Wヴ┞ W┝ヮWヴｷWﾐIWざ ふ“デWIﾆWヴ ヲヰヱヰが ヴヵぶく OaデWﾐが ;ﾉデｴﾗ┌ｪｴ ﾐﾗデ ;lways, the 
intrinsic payoff of aesthetic experiences is some sort of pleasure (Stecker 2010, 53 note 5).  
Entertainment, I propose, involves intrinsically pleasurable diversions of a certain 
け┌ﾐW┝;ﾉデWSげ ﾆｷﾐSく The identification of entertainment as involving such unexalted aesthetic 
ヮﾉW;ゲ┌ヴWゲ ｴ;ゲ HWWﾐ デヴ;IWS H┞ ‘ｷIｴ;ヴS “ｴ┌ゲデWヴﾏ;ﾐ デﾗ Pﾉ;デﾗげゲ Phaedrus (2003, 294). In 
Phaedrus, Socrates argues that philosophical dialogues are better than written texts by 
ｷﾐデヴﾗS┌Iｷﾐｪ ;ﾐ ;ﾐ;ﾉﾗｪ┞ ┘ｴｷIｴ Sｷゲデｷﾐｪ┌ｷゲｴWゲ さHWデ┘WWﾐ デｴW a;ヴﾏWヴげゲ ゲWヴｷﾗ┌ゲ H┌ゲｷﾐWゲゲ ;ﾐS 
┘ｴ;デ ｴW ﾏｷｪｴデ Sﾗ ｷﾐ ; SｷaaWヴWﾐデ ゲヮｷヴｷデざ ふヲΑヶIぶが ﾏﾗヴW ゲヮWIｷaｷI;ﾉﾉ┞ さｷﾐ ; ｴﾗﾉｷS;┞ ﾏﾗﾗS H┞ ┘;┞ 
ﾗa Sｷ┗Wヴゲｷﾗﾐざ ふヲΑヶHぶく Iﾐ H;ﾏｷﾉデﾗﾐげゲ デヴ;ﾐゲﾉ;デｷﾗﾐ ふヱΓΑンぶが “ﾗIヴ;デWゲ IﾗﾐゲｷSWヴゲ ゲ┌Iｴ ┘ヴｷデｷﾐｪゲ ;ゲ ; 
さヮ;ゲデｷﾏWざ ┘ｴｷIｴ ｪｷ┗Wゲ さヮﾉW;ゲ┌ヴWざが ;ﾐS Iﾗﾏヮ;ヴWゲ デｴWﾏ デﾗ ﾗデｴWヴ さSｷ┗Wヴゲｷﾗﾐゲざ ;ﾐS 
さヮﾉW;ゲ┌ヴWゲざ ┘ｴｷIｴ ;ヴW ｷﾐデWﾐSWS デﾗ さ;ﾏ┌ゲWざ ふヲΑヶHぶく Iﾐ Fﾗ┘ﾉWヴげゲ デヴ;ﾐゲﾉ;デｷﾗﾐ ふヱΓヱヴぶが デｴWゲW 
┘ヴｷデｷﾐｪゲ ;ヴW W┝ヮﾉｷIｷデﾉ┞ ｷSWﾐデｷaｷWS ;ゲ さWﾐデWヴデ;ｷﾐﾏWﾐデゲざく “ｷﾏｷﾉ;ヴﾉ┞が I ┌ﾐSWヴゲデ;ﾐS WﾐデWヴデ;ｷﾐﾏWﾐデ 
;ゲ ヮヴｷﾐIｷヮ;ﾉﾉ┞ ｷﾐ┗ﾗﾉ┗ｷﾐｪ W;ゲ┞ ﾗヴ け┌ﾐW┝;ﾉデWSげ ;WゲデｴWデｷI ヮﾉW;ゲ┌ヴWゲく 
 
In this respect, there is a longstanding discussion in the history and philosophy of art which 
has contrasted entertainment against more exalted forms of artistic expression. At least 
ゲｷﾐIW Pﾉ;デﾗが さWﾐデWヴデ;ｷﾐﾏWﾐデ ｴ;ゲ ﾉ;ヴｪWﾉ┞ HWen defined by its deprecatory contrast with what 
philosophy considered higher forms of culture, whether the contrast was with philosophy 
ｷデゲWﾉa ﾗヴ ふ;デ ; ﾉ;デWヴ ゲデ;ｪWぶ ┘ｷデｴ aﾗヴﾏゲ ﾗa ｴｷｪｴ ;ヴデざ ふ“ｴ┌ゲデWヴﾏ;ﾐ ヲヰヰンが ヲΓヱぶく Iﾐ デｴｷゲ ヴWゲヮWIデが 
satire has since antiquity been presented and received in various contexts as lowbrow, even 
if many satires are now canonical (Meijer Drees and Nieuwenhuis 2010, 198; Hooley 2007, 
4; Jones 2007, 1; Matz 2010, 13; Nokes 1987, 8; Hodgart 1969, 10; Wight 1964 [1936], 6; 
Highet 1962 3; Kernan 1959, 17ぶく F┌ヴデｴWヴが aヴﾗﾏ デｴW ｪWﾐヴWげゲ ｷﾐIWヮデｷﾗﾐが the Romans situated 
satire in a context of aristocratic play, in contrast to (or as a preparation for) the 
seriousness of real life (Habinek 2006). Throughout the ages, satire has remained a playful 
activity through which satirists have displayed their skill as entertainers (Griffin 1994, 71-
94). Importantly, these unhalted pleasures pursued in entertainment do contrast with the 
Wケ┌;ﾉﾉ┞ IWﾐデヴ;ﾉ ゲWヴｷﾗ┌ゲﾐWゲゲ ﾗa Iヴｷデｷケ┌W ｷﾐ ゲ;デｷヴWく OaデWﾐが ゲ;デｷヴWげゲ ｪWﾐWヴｷc purposes are seen at 
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odds with each other. In this respect, GWﾗaaヴW┞ Gヴｷｪゲﾗﾐ IﾗﾐデWﾐSゲ デｴ;デ さぷ┘へｴ;デW┗Wヴ ゲ;デｷヴｷI;ﾉ 
ヮﾗWデゲ ﾏ;┞ ｴ;┗W ゲ;ｷS ;Hﾗ┌デ デｴWｷヴ ﾏﾗヴ;ﾉ ﾗヴ ヴWaﾗヴﾏｷﾐｪ ﾗヴ ヮ┌ﾐｷデｷ┗W ｷﾐデWﾐデｷﾗﾐゲ ふぐぶ ┘W ﾏ;┞ HW 
sure that writing their satires never caused them pain. They have enjoyed it; and we enjoy 
┘ｴ;デ デｴW┞ ｴ;┗W ┘ヴｷデデWﾐが ┘ｷデｴﾗ┌デ ;ヮﾗﾉﾗｪ┞ざ ふヱΓΒヰが ┗ぶく Tｴヴﾗ┌ｪｴﾗ┌デ ﾏ┞ ｷﾐ┗Wゲデｷｪ;デｷﾗﾐが I ┘ｷﾉﾉ 
argue that this tension between the exalted moral concerns of critique and the unexalted 
aesthetic concerns of entertainment determines the nature, function and significance of 
satire. 
 
For the record, I do not argue that satire is not art because it is entertainment, nor that it is 
therefore devoid of aesthetic value. On the contrary, I consider entertainment to be an 
aesthetic category. This proposal may sound counterintuitive to some who may wonder 
what aesthetic experiences we derive from engaging with entertainment like a quiz show 
(an example introduced to me by Aaron Meskin). A full answer to this issue is beyond the 
scope of my investigation, but I do want to clarify why entertainment is plausibly an 
aesthetic category. For one, recent investigations in everyday aesthetics have to some 
degree normalised the idea of previously unacknowledged aesthetic experiences in 
everyday life. Moreover, as opposed to the aesthetic experience of say, scratching an itch 
(Irvin 2008), the kind of aesthetic experiences I consider central to entertainment are far 
from unfamiliar. If my proposal sounds counterintuitive, I think it is because we do not 
realise that familiar aesthetic experiences of a certain kind are central to entertainment. 
Take quiz shows. If pressed to explain why we find them entertaining (if we do), we will 
quickly start appealing to familiar aesthetic concepts, like suspense. In film studies, 
suspense is an aesthetic experience understood as resulting from a narrational strategy 
which delays the outcome of an established expectation (Bordwell and Thompson 2015, 
55). For example, is Roger Thornhill about to fall down Mt. Rushmore at the end of 
HｷデIｴIﾗIﾆげゲ North by Northwest (1959) or will he manage to escape to safety? Similarly, 
quiz shows are designed to evoke suspense by delaying the outcome of an established 
expectation with every new question: Is the candidate going to know the answer? Are they 
going to falter soon? Etc.  
 
My intuition is that familiar aesthetic experiences like suspense are exactly what makes 
entertainment entertaining. Take professional road cycling: Where are the favourites going 
to attempt a breakaway? Is the peloton going to catch up with leaders? Etc. In this respect, 
many stages in Le Tour de France are boring because you already know from the beginning 
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that the peloton will catch the leaders in the end. In other words, they fail as entertainment 
because they fail to deliver suspense. For this reason, aiming to market an entertaining 
product to a mass audience, organisations like Le Tour introduce strategies like 
intermediate sprints to make races more suspenseful. Along the lines of these intuitions, I 
think that aesthetic experiences are more central to entertainment than is perhaps 
commonly acknowledged. Moreover, I think that entertainment involves aesthetic 
experiences of a certain kind. For lack of a better term, I identify these aesthetic 
experiencWゲ ;ゲ ┌ﾐW┝;ﾉデWS ヮﾉW;ゲ┌ヴWゲが ｷﾐ ﾉｷﾐW ┘ｷデｴ Pﾉ;デﾗげゲ ヴWﾏ;ヴﾆゲ ｷﾐ Phaedrus. Further 
research would be necessary to identify what distinguishes exalted from unexalted 
aesthetic pleasures, but the difference between the two is intuitive in our aesthetic 
appreciation. For example, suspense is a typical aesthetic quality of films marketed as 
entertainment, usually in the Hollywood tradition, whereas narration in arthouse cinema 
tends to exploit more exalted aesthetic experiences such as ambiguity or disorientation. 
These cinematic experiences may be pleasurable too, but they are commonly framed as 
more solemn than the easy pleasures of mainstream cinema (which is not to say that the 
latter are not aesthetically valued). Whatever the role of context in distinguishing exalted 
from unexalted pleasures, I do think that entertainment is intrinsically singularised because 
it involves a certain ease. As Socrates says in Phaedrus, entertainment is pursued さｷﾐ ; 
ｴﾗﾉｷS;┞ ﾏﾗﾗS H┞ ┘;┞ ﾗa Sｷ┗Wヴゲｷﾗﾐざ ふヲΑヶHぶく 
 
Although my proposal that entertainment is an aesthetic category needs further 
development, as it stands, it sufficiently appeals to common intuitions to identify the 
pursuit of entertainment or a certain easy aesthetic pleasure as central to satire. As I will 
explain below, the central pursuit of unexalted aesthetic pleasures sets satire apart from 
other critical representations. In what follows now, I want to elucidate the centrality of 
WﾐデWヴデ;ｷﾐﾏWﾐデ ｷﾐ ゲ;デｷヴW H┞ ヴW┗ｷゲｷデｷﾐｪ Jﾗｴﾐ Oﾉｷ┗Wヴげゲ ゲ;デｷヴW ﾗa FIFA ﾗﾐ Last Week Tonight. As 
explained, the satire of Last Week Tonight has often been praised for its critique. When 
interviewing Oliver as host of The Late Show (CBS 2015-pres.), Stephen Colbert 
complemented his former Daily Show IﾗﾉﾉW;ｪ┌W aﾗヴ デ;ﾆｷﾐｪ さSWWヮ Sｷ┗es into very difficult 
ゲ┌HﾃWIデゲざ ;ﾐS ;ゲﾆWS ｴｷﾏ さぷ┘へｴ;デげゲ デｴW ﾐW┝デ デｴｷﾐｪ ┞ﾗ┌げﾉﾉ ｪWデ ﾏW デﾗ I;ヴW ;Hﾗ┌デ デｴ;デ I SｷSﾐげデ 
ﾆﾐW┘ I I;ヴWS ;Hﾗ┌デいざ ふさJﾗｴﾐ Oﾉｷ┗Wヴ DﾗWゲﾐげデ C;ヴW ;Hﾗ┌デ Dﾗﾐ;ﾉS Tヴ┌ﾏヮざ). However, Oliver 
has always denied that his satire has an explicitly critical function akin to investigative 
journalism (NPR Staff 2016; Garrahan 2015; Helmore 2014). Stressing his priorities, Oliver 
IﾗﾐデWﾐSゲ デｴ;デ さぷゲへﾗﾏW ﾗa デｴW ゲデ┌aa デｴ;デ ┘WげヴW ﾏﾗゲデ ヮヴﾗ┌S ﾗa ｷゲ ﾐﾗデ デｴﾗゲW ﾉﾗﾐｪ ゲデﾗヴｷWゲ ぷ;Hﾗ┌デ 
51 
 
socio-political issues] but the specデ;IﾉWく ふぐぶ ぷTへｴ;デげゲ デｴW ﾆｷﾐS ﾗa デｴｷﾐｪ ┘ｴWヴW ぷsic] we get 
ヴW;ﾉﾉ┞ W┝IｷデWS ;Hﾗ┌デざ ふM;ヴIｴWゲW ヲヰヱヶぶく Aﾉデｴﾗ┌ｪｴ デｴWゲW IﾗﾏﾏWﾐデゲ ゲｴﾗ┌ﾉS HW ﾐ┌;ﾐIWS ;ゲ 
pragmatically downplaying hyperbolic expectations about the critical impact of satire (since 
analysis clearly reveals that Last Week Tonight has critical intent), Oliver nonetheless 
rightfully stresses that the function of entertainment in satire is not simply instrumental to 
critique. Satire like Last Week Tonight also entertains for its own sake.  
Concretely, in his satire of FIFA corruption, Oliver uses comic strategies not only to 
substantiate an argument about the immorality of the organisation and its executives, but 
also in the function of entertainment simpliciter. After the arrests of FIFA executives in May 
201ヵが Oﾉｷ┗Wヴ ﾗﾐIW ﾏﾗヴW ヴW┗ｷゲｷデWS デｴW ﾗヴｪ;ﾐｷゲ;デｷﾗﾐげゲ I┌ﾉデ┌ヴW ﾗa Iﾗヴヴ┌ヮデｷﾗﾐ ふさFIFA IIざぶ. At the 
WﾐS ﾗa ｴｷゲ IﾗﾏｷI;ﾉﾉ┞ IヴｷデｷI;ﾉ W┝ヮﾗゲｷデｷﾗﾐが ｴW W┝ヮﾉｷIｷデﾉ┞ ;ヮヮW;ﾉWS デﾗ FIFAげゲ Hｷｪ ゲヮﾗﾐゲﾗヴゲ デﾗ ｴ;┗W 
president Sepp Blatter fired. In return, Oliver promised he would weaヴ ; ヮ;ｷヴ ﾗa ASｷS;ゲげゲ 
さ┌ｪﾉ┞ ゲｴﾗWゲざが W;デ aヴﾗﾏ MIDﾗﾐ;ﾉSげゲ さSﾗﾉﾉ;ヴ ﾏWﾐ┌ざ ;ﾐS さW┗Wﾐ ﾏ;ﾆW デｴW ┌ﾉデｷﾏ;デW ゲ;IヴｷaｷIWざ ｷﾐ 
デｴW aﾗヴﾏ ﾗa さヮWヴゲﾗﾐ;ﾉﾉ┞ Sヴｷﾐﾆぷｷﾐｪへ ﾗﾐW ﾗa ぷB┌S┘WｷゲWヴげゲへ Sｷゲｪ┌ゲデｷﾐｪ ｷデWﾏゲざく Aｪ;ｷﾐゲデ ;ﾉﾉ ﾗSSゲが 
Blatter indeed resigned the week after (although there are no reasons to assume any causal 
ｷﾐaﾉ┌WﾐIWぶく WｴｷﾉW Oﾉｷ┗Wヴ ﾐ┌;ﾐIWS デｴ;デ さBﾉ;デデWヴげゲ SWヮ;ヴデ┌ヴW ゲデｷﾉﾉ ﾉW;┗Wゲ FIFA ┘ｷデｴ ; ｴ┌ｪW 
;ﾏﾗ┌ﾐデ ﾗa ヴWゲデヴ┌Iデ┌ヴｷﾐｪ デﾗ Sﾗざが ｴW ﾐﾗﾐWデｴWﾉWゲゲ ヴ;ﾐ ┘ｷデｴ デｴW ﾗヮヮﾗヴデ┌ﾐｷデ┞ aﾗヴ ゲヮWIデ;IﾉWが 
which culminated in drinking a Bud Light Lime at an elaborately staged beach party ふさJﾗｴﾐ 
Oﾉｷ┗Wヴ KWWヮゲ Hｷゲ PヴﾗﾏｷゲWざぶ (fig. 2). At the end of the episode, Oliver also reminded his 
audience about buying airtime on Trinidadian national television in response to 
controversial FIFA executive Jack WarnWヴげゲ W;ヴﾉｷWヴ SWaWﾐIW ﾗﾐ デｴW ゲ;ﾏW Iｴ;ﾐﾐWﾉく 
Afterwards, Warner replied in a ┗ｷSWﾗ ﾏWゲゲ;ｪW デｴ;デ ｴW SｷSﾐげデ さﾐWWS ;ﾐy advice from any 
comedian foolざ ふさJ;Iﾆ W;ヴﾐWヴ ‘WヮﾉｷWゲざぶく Again in response, a gleeful Oliver mocked the 
ﾗﾏｷﾐﾗ┌ゲ ゲIﾗヴW ﾗa W;ヴﾐWヴげゲ ┗ｷSWﾗ ﾏWゲゲ;ｪWが ヴW┗W;ﾉｷﾐｪ デｴ;デ さｷa ┞ﾗ┌ デ┞ヮW デｴW ヮｴヴ;ゲW けWヮｷI ;ﾐS 
Sヴ;ﾏ;デｷI ﾏ┌ゲｷIげ ｷﾐデﾗ GﾗﾗｪﾉWが ｷデげゲ デｴW aｷヴゲデ ヴWゲ┌ﾉデ デｴ;デ ヮﾗヮゲ ┌ヮぁ Iデげゲ デｴW aｷヴゲデ ﾗﾐWぁぁざ ふさJﾗｴﾐ 
Oﾉｷ┗Wヴ FｷヴWゲ B;Iﾆざぶく The face-ﾗaa I┌ﾉﾏｷﾐ;デWS ┘ｷデｴ Oﾉｷ┗Wヴ ｷﾐ┗ｷデｷﾐｪ W;ヴﾐWヴ さデﾗ Iﾗﾐデｷﾐ┌W デﾗ 
trade shit-talking videﾗゲ ┘ｷデｴ ｷﾐIヴW;ゲｷﾐｪﾉ┞ ｴｷｪｴ ヮヴﾗS┌Iデｷﾗﾐ WﾉWﾏWﾐデゲざが ;SSｷﾐｪ さI ゲWW ┞ﾗ┌ヴ 
ﾏ┌ゲｷI IｴﾗｷIW ぷJ;Iﾆへ ;ﾐS I ヴ;ｷゲW ┞ﾗ┌が aｷヴWぁざ Oﾉｷ┗Wヴげゲ ﾏﾗIﾆ-intimidating response was 







Summing up, albeit that Last Week Tonight serves a critical function, it also revels in 
spectacle and entertainment for its own sake. Crucially, it is important to duly acknowledge 
this role of the satirist as entertainer in order not to overstress and misconstrue the moral 
seriousness of the genre. As already mentioned, in early twentieth century Germany, Kurt 
T┌Iｴﾗﾉゲﾆ┞ ヴWゲヮﾗﾐSWS デﾗ ;ﾐ┝ｷWデｷWゲ ｷﾐ GWヴﾏ;ﾐ Iｷ┗ｷﾉ ゲﾗIｷWデ┞ ;Hﾗ┌デ デｴW ;ﾉﾉWｪWS さIヴ;ゲゲﾐWゲゲざ ﾗa 
satire by highlighting its moral seriousness. Accordiﾐｪ デﾗ T┌Iｴﾗﾉゲﾆ┞が さぷデへｴW ゲ;デｷヴｷゲデ ｷゲ ;ﾐ 
ﾗaaWﾐSWS ｷSW;ﾉｷゲデぎ ｴW ┘;ﾐデゲ デｴW ┘ﾗヴﾉS デﾗ HW ｪﾗﾗSが H┌デ ｷデ ｷゲ H;Sが ;ﾐS ﾐﾗ┘ ｴWげゲ ヴ┌ﾐﾐｷﾐｪ 
;ｪ;ｷﾐゲデ デｴW ﾏ;ﾉｷIWざ ふヱΓヱΓぶく Fヴ;ﾏｷﾐｪ ｴｷゲ ｷﾐデWヴ┗Wﾐデｷﾗﾐが T┌Iｴﾗﾉゲﾆ┞ ｷﾐデヴﾗS┌IWS ｴｷゲ Wゲゲ;┞ ┘ｷデｴ ; 
programmatic epigraph borrowed from Gerｴ;ヴデ H;┌ヮデﾏ;ﾐﾐげゲ Einsame Menschen (1891). 
The epigraph is a piece of dialogue between a mother and her son, a scholar and would-be 
ヮﾗWデく WｴWﾐ デｴW ﾏﾗデｴWヴ ヮヴﾗヮﾗゲWゲ デｴ;デ さﾗﾐW ゲｴﾗ┌ﾉS ;デ ﾉW;ゲデ HW ;HﾉW デﾗ SWヴｷ┗W Wﾐﾃﾗ┞ﾏWﾐデ 
aヴﾗﾏ デｴW ;ヴデゲざが ｴWヴ ゲﾗﾐ ヴWゲヮﾗﾐSゲ デｴ;デ さぷﾗへﾐW I;ﾐ SWヴｷ┗W ﾏ┌Iｴ ﾏﾗヴW aヴﾗﾏ デｴW ;ヴデゲ デｴ;ﾐ ﾗﾐWげゲ 
Wﾐﾃﾗ┞ﾏWﾐデくざ “ｷﾏｷﾉ;ヴﾉ┞が T┌Iｴﾗﾉゲﾆ┞ ;ヴｪ┌Wゲ デｴ;デ デｴW a┌ﾐIデｷﾗﾐ ﾗa ゲ;デｷヴW W┝IWWSゲ WﾐデWヴデ;ｷﾐﾏWﾐデく 
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However, although the moral seriousness of satire does indeed set it apart from the fooling 
around of Mock the Week ;ﾐS ゲｴﾗIﾆ ｴ┌ﾏﾗ┌ヴ ﾗa Fヴ;ﾐﾆｷW Bﾗ┞ﾉWが T┌Iｴﾗﾉゲﾆ┞げゲ SWaWﾐIW 
inappropriately downplays the role of satirists as entertainers by overemphasising their 
mission as offended idealists.  
 
T┌Iｴﾗﾉゲﾆ┞げゲ ﾗ┗WヴWﾏヮｴ;ゲｷゲ ﾗa ゲ;デｷヴWげゲ ﾏﾗヴ;ﾉ ゲWヴｷﾗ┌ゲﾐWゲゲ ;デ デｴW W┝ヮWﾐゲW ﾗa ｷデゲ Wケ┌;ﾉﾉ┞ 
important function as entertainment resonates in contemporary hyperbolic appraisals of 
satire as hard-hitting investigative journalism. Such hyperbolic appraisals are 
counterproductive because they solicit pragmatic responses of satirists who downplay 
ゲ;デｷヴWげゲ IヴｷデｷI;ﾉ a┌ﾐIデｷﾗﾐ ﾗヴ ﾗaデWﾐ SWﾐ┞ ｷデ ;ﾉデﾗｪWデｴWヴく IﾐゲデW;Sが ヴ;デｴWヴ デｴ;ﾐ ;ヴｪ┌ｷﾐｪ デｴ;デ ゲ;デｷヴW 
really only does the one but not the other, or otherwise making the role of entertainment 
in satire wholly instrumental to critique, my proposal is that both critique and 
entertainment are equally important purposes of satire. While satirists do employ 
strategies of entertainment in function of critique, satire cannot be reduced to simply 
critique through entertainment. The kind of spectacle pursued for its own sake in Last 
Week Tonight ｷゲ ﾐﾗデ デﾗ HW SｷゲﾏｷゲゲWS ;ゲ a;ﾉﾉｷﾐｪ ﾗ┌デゲｷSW デｴW ゲIﾗヮW ﾗa デｴW ヮヴﾗｪヴ;ﾏﾏWげゲ ゲ;デｷヴWが 
but is part and parcel of the genre. As I will develop below, satire is therefore appropriately 
defined as a genre with the purpose to critique and entertain. This investigation will also 
challenge popular conceptions in the literature that satire is not a genre. More specifically, I 
will argue that satire is a genre classification which was introduced in Roman times and 
through negotiations in production and reception contexts has since come to guide 
interpretation and evaluation of works created, at least in part, with the purpose to critique 
and entertain.  
 
5. SATIRE IS A GENRE ʹ NOT A SPIRIT OR MODE  
My proposal to define satire as a genre with the purpose to critique and entertain diverges 
not only from the consensus that satire cannot be defined, but also the consensus that 
satire is not a genre (Gray 2015, 194; Simpson 2003, 76; Brown 1993, 4; Test 1991, 10; Rudd 
1979, 9; Wight 1964 [1936], 2; Sutherland 1958, 1; Elliott 1960, viii; Walker 1925, v-vii). 
According to Condren and colleagues, satire is not primarily a classification of artworks, but 
an さｷﾏヮ┌ﾉゲWざ ﾗヴ さゲヮｷヴｷデざ ┘ｷデｴ ﾏ;ﾐｷaWゲデ;デｷﾗﾐゲ さ;ﾉﾏﾗゲデ ;ゲ ┗;ヴｷﾗ┌ゲ ;ゲ I┌ﾉデ┌ヴ;ﾉ ;Iデｷ┗ｷデ┞ ｷデゲWﾉaざ 
(2008, 443). Satire itself, as a specific classification of artworks, should then be understood 
さ;ゲ デｴW ﾗ┌デIﾗﾏW ﾗヴ ヮヴﾗS┌Iデ ﾗa デｴ;デ ﾏﾗ┗ｷﾐｪ ゲヮｷヴｷデざ ふCﾗﾐSヴWﾐ Wデ ;ﾉく ヲヰヰΒが ヴヴンぶく Moreover, 
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when satire does function as a classification of artworks, Condren, alongside others, 
considers it a mode, not a genre (2012, 394; also Frow 2015, 69-73; Marshall 2013, 5-8; 
Phiddian 2013, 46; English 2012, 856; Matz 2010, 1; Hooley 2007, 3-4; Knight 2004, 4; King 
2002, 94; Bogel 2001, 1-5; Ryan-Hayes 1995, 1; Griffin 1994, 4; Muecke 1993, 2; Witke 
1970, 21). However, although common in scholarship, these alternative concepts to genre 
are historically problematic and theoretically vague. Not only do they ignore the 
Wデ┞ﾏﾗﾉﾗｪｷI;ﾉ SW┗WﾉﾗヮﾏWﾐデ ﾗa デｴW ﾉ;HWﾉ けゲ;デｷヴWげが H┌デ デｴW┞ ;ﾉゲﾗ a;ｷﾉ デﾗ Wﾉ┌IｷS;デW ｷデゲ ﾐﾗヴﾏ;デｷ┗W 
function in mediating expectations about artworks. In response, by identifying the label 
けゲ;デｷヴWげ ;ゲ ; ｪWﾐヴW Iﾉ;ゲゲｷaｷI;デｷﾗﾐが ﾏ┞ ヮヴﾗヮﾗゲ;ﾉ ┘ｷﾉﾉ Hﾗデｴ Iﾉ;ヴｷa┞ ｷデゲ ﾐﾗヴﾏ;デｷ┗W a┌ﾐIデｷﾗﾐ ｷﾐ 
interpreting and evaluating artworks, as well as illuminate its infamously protean 
applications.  
 
TｴW ｷSWﾐデｷaｷI;デｷﾗﾐ ﾗa ゲ;デｷヴW ;ゲ ; けゲヮｷヴｷデげ ｷゲ a;ｷヴﾉ┞ Iﾗﾏﾏﾗﾐ ｷﾐ ゲIｴﾗﾉ;ヴゲｴｷヮ ふBヴﾗ┘ﾐ ヱΓΓンが ヴき WｷデﾆW 
1970, 21; Rudd 1979, 9; Wight 1964 [1936], 2; Walker 1925, vi). In particular, Elliott 
prominently developed the idea that satire is さ; aﾗヴﾏ ﾗa ;ヴデ ;ﾐS ; ゲヮｷヴｷデざ (1960, viii). 
Drawing on Aristotle, Elliott links satire to the magic fertility rite of prehistoric Phallic Songs 
all over Europe and Asia Minor, through the Attic Old Comedy of Aristophanes and others 
(1960, 4-5). One caveat is that AristotlWげゲ ｷSW;ゲ ;Hﾗ┌デ デｴW ｴｷゲデﾗヴｷI;ﾉ SW┗WﾉﾗヮﾏWﾐデ ﾗa IﾗﾏWS┞ 
;ヴW ﾐﾗ┘;S;┞ゲ IﾗﾐゲｷSWヴWS デﾗ HW ﾗa さSﾗ┌Hデa┌ﾉ ┗;ﾉ┌Wざ ふDﾗ┗Wヴ ヲヰヱヲぶく ‘Wｪ;ヴSﾉWゲゲが Elliott 
develops the plausible argument satire has its roots in primitive rituals of aggressive 
ridicule, through which transgressors were cursed for breaking social conventions (1960, 
ΑΑぶく Tｴｷゲ ｷSW; デｴ;デ ゲ;デｷヴW ヴWゲデゲ ﾗﾐ ; さゲ┌Hゲデヴ;デ┌ﾏ ﾗa ヴｷデ┌;ﾉ ;ﾐS aﾗﾉﾆ HWｴ;┗ｷﾗ┌ヴざ ┘;ゲ a┌ヴデｴWヴ 
developed by George A. Test in Satire: Spirit and Art ふヱΓΓヱが Γぶく AIIﾗヴSｷﾐｪ デﾗ TWゲデが さゲ;デｷヴW ぷｷへゲ 
a legitimate aesthetic expression of basic human emotions に anger, shame, indignation, 
disgust, contempt に emotions that are aroused by universal human behaviour に stupidity, 
ｪヴWWSが ｷﾐﾃ┌ゲデｷIWが ゲWﾉaｷゲｴﾐWゲゲざ ふヱΓΓヱが ヵぶく TWゲデ ;ヴｪ┌Wゲ デｴ;デ  
[s]atire, from the beginning of recorded literature, existed in its own right as a spirit 
expressed through other forms (poetry, drama, fables) as well as a reaction to 
literary forms (epic, drama). No classification by genre or kind has ever succeeded in 
fully integrating these diverse forms into a system (Test 1991, 10). 
 
LｷﾆW┘ｷゲWが P;┌ﾉ “ｷﾏヮゲﾗﾐ ｴ;ゲ ;ヴｪ┌WS デｴ;デ ゲ;デｷヴW ゲｴﾗ┌ﾉS ﾐﾗデ HW ゲデ┌SｷWS ;ゲ さﾉｷデWヴ;ヴ┞ SｷゲIﾗ┌ヴゲWざ 
H┌デ ヴ;デｴWヴ さ;ゲ ; I┌ﾉデ┌ヴ;ﾉﾉ┞ ゲｷデ┌;デWS SｷゲI┌ヴゲｷ┗W ヮヴ;IデｷIWざ ふヲヰヰンが ┗ｷｷぶく “ｷﾏｷﾉ;ヴ ｷSW;ゲ ;ヴW WIｴﾗWS 
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by Condren and colleagues, wｴﾗ ;ヴｪ┌W デｴ;デ さｷデ ｷゲ ケ┌ｷデW ﾏｷゲﾉW;Sｷﾐｪ デﾗ ゲWW ゲ;デｷヴWが デｴWﾐ ﾗヴ 
ﾐﾗ┘が ;ゲ aｷ┝WS ｷﾐ ;ﾐ┞ ゲヮWIｷaｷI デ┞ヮW ﾗa ┘ヴｷデｷﾐｪざ ふヲヰヰΒが ヴヱヱぶく TｴW┞ デｴWヴWaﾗヴW IヴｷデｷIｷゲW ;IIﾗ┌ﾐデゲ 
┘ｴｷIｴ さｴ;┗W ┌ﾐｴｷゲデﾗヴｷI;ﾉﾉ┞ Iﾗﾐゲデヴ;ｷﾐWS デｴW ゲ;デｷヴｷI デﾗ ﾉｷデWヴ;デ┌ヴW ヴ;デｴWヴ デｴ;ﾐ デﾗ デｴW Hヴﾗ;Sﾉ┞ 
discursivWざ ふヲヰヰΒが ヴヱヱぶく Iﾐ デｴｷゲ ヴWゲヮWIデが ┌ﾐSWヴゲデ;ﾐSｷﾐｪ ゲ;デｷヴW ヮヴｷﾏ;ヴｷﾉ┞ ;ゲ ; ゲヮｷヴｷデ ;ﾐS ﾐﾗデ ; 
Iﾉ;ゲゲｷaｷI;デｷﾗﾐ ﾗa ;ヴデ┘ﾗヴﾆゲが CﾗﾐSヴWﾐ ;ﾐS IﾗﾉﾉW;ｪ┌Wゲ IﾗﾐゲｷSWヴ ｷデ ┌ゲWa┌ﾉ デﾗ さfocus, not on 
けゲ;デｷヴWげが H┌デ ﾗﾐ けデｴW ゲ;デｷヴｷIげき デｴ;デ ｷゲが ┌ヮﾗﾐ デｴW ｷﾐaﾗヴﾏｷﾐｪ ｷﾐデWﾐデｷﾗﾐ in and rationale for this 
IヴW;デｷ┗W ;Iデｷ┗ｷデ┞ ｷﾐ ;ﾉﾉ ｷデゲ aﾗヴﾏゲ ﾗa W┝ヮヴWゲゲｷﾗﾐざ ふヲヰヰΒが ヴヴンぶく According to Condren, the satiric 
ゲｴﾗ┌ﾉS HW ゲデ┌SｷWS ;ゲ さ; ヮヴWSｷI;デW ┗;ヴｷ;HﾉW aﾗヴ ; ┘ｷSW Sｷ┗Wヴゲｷデ┞ ﾗa W┝ヮヴWゲゲｷﾗﾐざ ┘ｴｷIｴ さwill 
cover much more material that has been associated with ゲﾗﾏW ﾐﾗデｷﾗﾐ ﾗa ゲ;デｷヴWざ ふヲヰヱヲが 
394). 
 
TｴW ｷSW; デｴ;デ デｴW ﾉ;HWﾉ けゲ;デｷヴWげ ;ヮヮﾉｷWゲ デﾗ ﾐﾗﾐ-literary and even non-artistic practices is 
indeed common sense. It is not counterintuitive to identify a political speech or even a 
Iﾗﾐ┗Wヴゲ;デｷﾗﾐ;ﾉ ヴWﾏ;ヴﾆ ;ゲ けゲ;デｷヴｷI;ﾉげく Similarly, it is a valid idea that satire is propelled by 
cross-cultural and cross-historical emotions. Further, the roots of satire can probably also 
be traced to pre-historic practices. However, granting this much, it does not follow that 
satire ought to be understood primarily as an attitude or non-artistic discourse (and 
therefore as an adjective) and only secondarily as a classification of artworks (or a noun). 
This suggestion is historically and etymologically misplaced. The third edition of the OED 
explains that all contemporary uses of satire and etymologically related terms can be traced 
back to the Latin satura. In this respect, さGヴWWﾆ ﾉｷデWヴ;デ┌ヴW ﾗaaWヴゲ ﾐﾗ ヮ;ヴ;ﾉﾉWﾉ デﾗ ‘ﾗﾏ;ﾐ ゲ;デｷヴW 
and no word which means saturaざ ふWｷデﾆW ヱΓΑヰが ヲヱぶく Aゲ Eﾏｷﾉ┞ Gﾗ┘Wヴゲ explains, the Latin 
さぷs]atura is the feminine of saturが けa┌ﾉﾉげが ;ﾐS ┘;ゲ デヴ;ﾐゲaWヴヴWS デﾗ ﾉｷデWヴ;ヴ┞ ﾏｷゲIWﾉﾉ;ﾐｷWゲ aヴﾗﾏ 
lanx satura, a dish crammed with first fruits, or from saturaが ; ﾏｷ┝WS ゲデ┌aaｷﾐｪ ﾗヴ ゲ;┌ゲ;ｪWざ 
(2012). Specifically in the wake of Lucillius (c.180-103/2 BC), satura became fully 
established as classification of artworks in Roman times (Freudenburg 2001, 25). So, 
granted that satirical qualities can be detected in a variety of human behaviour across 
different cultures, which may themselves be unfamiliar with the concept, as far as that 
HWｴ;┗ｷﾗ┌ヴ ｷゲ ﾐﾗ┘ ｷSWﾐデｷaｷWS ;ゲ けゲ;デｷヴWげ ﾗヴ ;ﾐ Wデ┞ﾏﾗﾉﾗｪｷI;ﾉﾉ┞ ヴWﾉ;デWS デWヴﾏが デｴｷゲ ｷSWﾐデｷaｷI;デｷﾗﾐ 
is rooted in the expansion of a Roman classification of artworks.  
 
“ｷﾏｷﾉ;ヴﾉ┞が デｴW ｷSW; デｴ;デ デｴW ヮヴWSｷI;デW けデｴW ゲ;デｷヴｷIげ デakes conceptual precedence over the 
ﾐﾗ┌ﾐ けゲ;デｷヴWげ ｷゲ Wデ┞ﾏﾗﾉﾗｪｷI;ﾉﾉ┞ ;ﾐS ｴｷゲデﾗヴｷI;ﾉﾉ┞ ﾏｷゲヮﾉ;IWSく As Elliott explains, the classical 
Latin satura had no derivate forms before the introduction of the adjective satiricus in Late 
56 
 
Antiquity (1984). Although any etymological link between satura and Satyrs (the bawdy 
forest creatures from Greek mythology) is spurious, the post-classical adjective satiricus 
was appropriated on the model of the Greek satyros (Elliott 1984). Moreover, in the English 
langu;ｪWが けゲ;デｷヴWげ ┘;ゲ ｷﾐデヴﾗS┌IWS ;ゲ ; Iﾉ;ゲゲｷaｷI;デｷﾗﾐ ﾗa ;ヴデ┘ﾗヴﾆゲ ｷﾐ デｴW W;ヴﾉ┞ sixteenth 
century, to be followed only by expansions to non-artistic practices in the late sixteenth, 
early seventeenth century (OED, third edition). In light of these historical and etymological 
SW┗WﾉﾗヮﾏWﾐデゲが ｷデ ｷゲ デｴW ﾐﾗ┌ﾐ けゲ;デｷヴWげが ;ゲ ; Iﾉ;ゲゲｷaｷI;デｷﾗﾐ ﾗa ;ヴデ┘ﾗヴﾆゲが ;ﾐS ﾐﾗデ デｴW ;SﾃWIデｷ┗W 
けゲ;デｷヴｷIげが ;ゲ ; ゲヮｷヴｷデ ﾗヴ ;デデｷデ┌SWが ┘ｴｷIｴ デ;ﾆWゲ ヮヴWIWSWﾐIWく Iﾐ ﾗデｴWヴ ┘ﾗヴSゲが ;ﾐ┞ IﾗﾐIWヮデ┌;ﾉ 
expansion of satire, retrospectively to Greek artistic practices and later to the broadly 
discursive domain, is rooted in the original Roman classification of artworks. Importantly, 
such expansion is also far from exceptional.  Other classifications of artworks, such as epos 
and tragedy, have developed similar derivative uses and are also applicable to a range of 
non-artistic situations and practices. In conclusion, identifying satire as a spirit rather than 
classification of artworks is therefore not only historically and etymologically misplaced, but 
ultimately unhelpful, because it presents the phenomenon as more elusive and 
extraordinary than it really is. 
 
Apart from the identification of satire as a spirit, another common misconception in 
scholarship is that satire, when it functions as a classification of artworks, is a mode and not 
a genre. According to Robert Phiddi;ﾐが デｴW ｷSW; さデﾗ SWゲIヴｷHW デｴW WﾏWヴｪWﾐデ aW;デ┌ヴW ﾗa デW┝デゲ 
┘W I;ﾉﾉ けゲ;デｷヴWげ ;SﾃWIデｷ┗;ﾉﾉ┞ ;ゲ けゲ;デｷヴｷI;ﾉげざ aﾗﾉﾉﾗ┘ゲ aヴﾗﾏ ┌ﾐSWヴゲデ;ﾐSｷﾐｪ デｴW Iﾉ;ゲゲｷaｷI;デｷﾗﾐ ;ゲ ; 
mode which qualifies other genres, rather デｴ;ﾐ ; ｪWﾐヴW ｷデゲWﾉaざ ふヲヰヱンが ヴヵ-46). The distinction 
between genre and mode was solidified in literary studies by Alistair Fowler (1985). 
According to Fowler, genres are kinds with fixed forms and structures (1985, 56). On these 
grounds, Condren associates ｪWﾐヴWゲ ┘ｷデｴ さデｴW ヮヴWゲWﾐIW ﾗa IWヴデ;ｷﾐ ｪWﾐWヴ;ﾉが aﾗヴﾏ;ﾉが W┗Wﾐ 
ヴWケ┌ｷヴWS ヮヴﾗヮWヴデｷWゲが ゲ┌Iｴ ;ゲ デｴﾗゲW ﾗa ヮﾉﾗデが ﾏﾗデｷa ;ﾐS ゲデヴ┌Iデ┌ヴWざ ふヲヰヱヲが ンΓンぶく “ｷﾏｷﾉ;ヴﾉ┞が “┌ゲ;ﾐ 
Hく Bヴ;┌ﾐS ┌ﾐSWヴゲデ;ﾐSゲ ｪWﾐヴW ;ゲ ; さぷデへype of work, usually with a distinctive metre, length 
and contenデざ ふヱΓΓヶが ヶヵぶく B┞ Iﾗﾐデヴ;ゲデが Fﾗ┘ﾉWヴ ;ヴｪ┌Wゲ デｴ;デ さﾏﾗS;ﾉ デWヴﾏゲ ﾐW┗Wヴ ｷﾏヮﾉ┞ ; 
IﾗﾏヮﾉWデW W┝デWヴﾐ;ﾉ aﾗヴﾏざ ふヱΓΒヵが ヱヰΑぶく IﾐゲデW;Sが ; ﾏﾗSW さｷゲ ; ゲWﾉWIデｷﾗﾐ ﾗヴ ;Hゲデヴ;Iデｷﾗﾐ aヴﾗﾏ 
ﾆｷﾐSざ ふFﾗ┘ﾉWヴ ヱΓΒヵが ヵヶぶく Fﾗ┘ﾉWヴ ;ヴｪ┌Wゲ デｴ;デ さぷﾐへﾗヴﾏ;ﾉﾉ┞が ; ﾏﾗS;ﾉ デWヴﾏ ┘ｷﾉﾉ ｷﾏヮﾉ┞ デｴ;デ ゲﾗﾏW 
of デｴW ﾐﾗﾐゲデヴ┌Iデ┌ヴ;ﾉ aW;デ┌ヴWゲ ﾗa ; ﾆｷﾐS ;ヴW W┝デWﾐSWS デﾗ ﾏﾗSｷa┞ ;ﾐﾗデｴWヴ ﾆｷﾐSざ ふヱΓΒヵが ヱヰΑぶく 
 
AIIﾗヴSｷﾐｪ デﾗ Fﾗ┘ﾉWヴが ゲ;デｷヴW ｷゲ ; ﾏﾗSWが ;ﾉﾉWｪWSﾉ┞ SWヴｷ┗WS aヴﾗﾏ さaｷ┝WS ゲ;デｷヴｷI ﾆｷﾐSゲ ぷ┘ｴｷIｴへ 
W┝ｷゲデWS ｷﾐ ;ﾐデｷケ┌ｷデ┞ざ ふヱΓΒヵが ヱヱヰぶく Hﾗ┘W┗Wヴが Fﾗ┘ﾉWヴげゲ Iﾉ;ｷﾏ ｷゲ ｴｷゲデﾗヴｷI;ﾉﾉ┞ ヮヴﾗHﾉWﾏ;デｷI 
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because satire had no fixed form or structure in Roman times from which a mode could be 
derived (Classen 1988). Moreover, the distinction between genre and mode is theoretically 
problematic because genres are not determined exclusively by textual features, such as 
form and structure, but are constructs whose meaning is historically mediated by agents in 
production and reception contexts (Ryall 1998). In this respect, it is puzzling that scholars 
like John Frow maintain the distinction between mode and genre while at the same time 
arguing デｴ;デ さｪWﾐヴW ｷゲ ﾐﾗデ ; ヮヴﾗヮWヴデ┞ ﾗa ; デW┝デ H┌デ ｷデ ｷゲ ; a┌ﾐIデｷﾗﾐ ﾗa ヴW;Sｷﾐｪく GWﾐヴW ｷゲ ; 
I;デWｪﾗヴ┞ デｴ;デ ┘W ｷﾏヮ┌デW デﾗ デW┝デゲざ ふヲヰヱヵが ヱヱヱぶく 
 
The distinction between mode and genre results from a mistaken understanding about the 
nature of genre and therefore calls for revision. Similarly, in linguistics, the idea that genres 
are determined by strictly textual features has been challenged. Instead, linguists like 
Douglas Biber and Susan Conrad IﾗﾐゲｷSWヴ ｪWﾐヴWゲ ;ゲ さ;ヮヮヴﾗ;IｴWゲ ﾗヴ ヮWヴゲヮWIデｷ┗Wゲ aﾗヴ 
;ﾐ;ﾉ┞ゲｷﾐｪ デW┝デ ┗;ヴｷWデｷWゲざ ;ﾐS さnot ;ゲ SｷaaWヴWﾐデ ﾆｷﾐSゲ ﾗa デW┝デゲ ﾗヴ SｷaaWヴWﾐデ ┗;ヴｷWデｷWゲざ ふヲヰヰΓが ヱヵが 
original emphasis). In this respect, its use in linguistics signals that the function of genre in 
communication exceeds that of classifying artworks. Many have indeed argued that genre 
classification not only governs artistic interpretation, but all communicative meaning (Jauss 
1982, 79; Hirsch 1967, 72-76; Frow 2015, 2; Derrida 1992, 230; Bakhtin 1986, 90). Although 
such claims should not be exaggerated (Currie 2004, 54, note 17), this general function of 
ｪWﾐヴW ｷﾐ Iﾗﾏﾏ┌ﾐｷI;デｷﾗﾐ ｷゲ Iﾗﾏヮ;デｷHﾉW ┘ｷデｴ “ヮWヴHWヴ ;ﾐS Wｷﾉゲﾗﾐげゲ ヴWﾉW┗;ﾐIW デｴWﾗヴ┞ ﾗa 
pragmatics (2012). According to the relevance theory, human beings are seekers of 
relevance who, when interpreting communication, seek maximally relevant meaning at 
minimal cognitive cost. While Frow has criticised Sperber and Wilson for overlooking the 
function of genre (2015, 87), Fábio José Rauen (2009) has shown it can be easily 
ｷﾐIﾗヴヮﾗヴ;デWS ｷﾐ デｴW ヴWﾉW┗;ﾐIW デｴWﾗヴ┞く AIIﾗヴSｷﾐｪ デﾗ ‘;┌Wﾐが さｪWﾐWヴｷI ゲデヴ┌Iデ┌ヴWゲ ゲWデ ヴWﾉW┗;ﾐIW 
restrictions and enlarge communicative efficiency, providing a discursive context that 
Iﾗｪﾐｷデｷ┗Wﾉ┞ aﾗI┌ゲWゲ デｴW ;デデWﾐデｷﾗﾐ ﾗa ┘ヴｷデWヴ ;ﾐS ヴW;SWヴざ ふヲヰヰΓが Α2) Similarly, explaining how 
relevance restrictions guide interpretation of artworks, Catharine Abell has explained that 
さﾆﾐﾗ┘ﾉWSｪW ﾗa ; ┘ﾗヴﾆげゲ ｪWﾐヴW ｴWﾉヮゲ デﾗ SWデWヴﾏｷﾐW ｴﾗ┘ ｷデゲ ┗;ヴｷﾗ┌ゲ aW;デ┌ヴWゲ ;ヴW Iﾗﾐゲデヴ┌WSざ 
(2015, 34). 
 
In the broad sense as employed in linguistics, genres are not fixed kinds determined by 
textual features, but rather perspectives which guide communicative interpretation. More 
narrowly, as a classification of artworks, the function of genres is similar. Still, it is now 
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commonly agreed that genre classification not only guides interpretation but also 
evaluation of artworks (Kivy 2015, 52). In analytic aesthetics, specifically, the function of 
artistic genres has become understood, along the lines of W;ﾉデﾗﾐげゲ categories of art (1970), 
as classifications which guide interpretation and evaluation of artworks (Friend 2012; 
Atencia-Linares 2011; Laetz and Lopes 2010). In other words, genre classification fixes 
expectations about what a work sets out to do and how successfully it does it. Take Jimi 
HWﾐSヴｷ┝げゲ ヮWヴaﾗヴﾏ;ﾐIW ﾗa さTｴW “デ;ヴ-“ヮ;ﾐｪﾉWS B;ﾐﾐWヴざ ;デ WﾗﾗSゲデﾗIﾆが ｷﾐ ┘ｴｷIｴ ｴW ﾏ;ﾐｪﾉWゲ 
;ﾐS Sｷゲデﾗヴデゲ デｴW ゲﾗ┌ﾐSゲ ﾗa デｴW AﾏWヴｷI;ﾐ ﾐ;デｷﾗﾐ;ﾉ ;ﾐデｴWﾏが IﾗﾏHｷﾐWS ┘ｷデｴ デｴW デ┌ﾐWゲ ﾗa さTｴW 
L;ゲデ Pﾗゲデざく “ｷデ┌;デｷﾐｪ デｴｷゲ ヮWヴaﾗヴﾏ;ﾐIW ｷﾐ デｴW ｪWﾐヴW ゲ;デｷヴW ｪ┌ｷSWゲ ┌ゲ デﾗ ┌ﾐSWヴゲtand and 
appreciate it as a virtuosic yet biting condemnation of the Vietnam War. By contrast, 
ゲﾗﾏWHﾗS┞ ┘ｴﾗ SﾗWゲ ﾐﾗデ ヴWIﾗｪﾐｷゲW HWﾐSヴｷ┝げゲ ヮWヴaﾗヴﾏ;ﾐIW ;ゲ ゲ;デｷヴW ;ﾐS ;ﾉゲﾗ ﾆﾐﾗ┘ゲ ﾐﾗデｴｷﾐｪ 
about rock music, will most likely only discern noise. Similarly, classifying South Park either 
as comedy or satire significantly alters understanding and appreciation. Classifying South 
Park as only a comedy dismisses its inherent seriousness, whereas classification as satire 
introduces the expectation that the series must not only amuse but also critique.  
 
A particularly useful theory of genre, which I will apply to clarify the function of the label 
けゲ;デｷヴWげが ｴ;ゲ ヴWIWﾐデﾉ┞ HWWﾐ SW┗WﾉﾗヮWS H┞ AHWﾉﾉ ふヲヰヱヵが 34). Although Abell does not explicitly 
ヴﾗﾗデ ｴWヴ デｴWﾗヴ┞ ｷﾐ W;ﾉデﾗﾐげゲ I;デWｪﾗヴies of art, her proposal is nonetheless in line with 
current Waltonian-inspired understandings of genre in aesthetics. TｴW ﾐﾗ┗Wﾉデ┞ ﾗa AHWﾉﾉげゲ 
ヮヴﾗヮﾗゲ;ﾉ ｷゲ デｴ;デ ゲｴW ゲヮWIｷaｷWゲ デｴ;デ さW┗Wヴ┞ ｪWﾐヴW ｴ;ゲ ; Iｴ;ヴ;IデWヴｷゲデｷI ヮ┌ヴヮﾗゲWざ ふヲヰヱヵが ンヱぶく Iﾐ 
this respect, while Walton explained that さぷデへﾗ ヮWヴIWｷ┗W ; ┘ﾗヴﾆ ｷﾐ ; IWヴデ;ｷﾐ I;デWｪﾗヴ┞ ｷゲ デﾗ 
ヮWヴIWｷ┗W デｴW けGWゲデ;ﾉデげ ﾗa デｴ;デ I;デWｪﾗヴ┞ ｷﾐ デｴW ┘ﾗヴﾆざ ふヱΓΑヰが ヴヰぶが AHWﾉﾉげゲ ヮヴﾗヮﾗゲ;ﾉ ｷゲ デｴ;デ ｪWﾐヴW 
classification of a work depends on recognizing its generic purpose. Concretely, recognising 
This Is Spinal Tap (1984) as a mockumentary and not a documentary is somewhat similar to 
perceiving the rabbit and not the duck in the textbook case from Gestalt psychology. On 
AHWﾉﾉげゲ ヮヴﾗヮﾗゲ;ﾉが デｴW IﾗヴヴWIデ Iﾉ;ゲゲｷaｷI;デｷﾗﾐ ﾗa デｴｷゲ aｷﾉﾏ SWヮWﾐSゲ ﾗﾐ ヴWIﾗｪnizing that its 
purpose is, at least in part, to mock the conventions of documentary rather than genuinely 
document reality. AHWﾉﾉ a┌ヴデｴWヴ W┝ヮﾉ;ｷﾐゲ デｴ;デ ｪWﾐヴW Iﾉ;ゲゲｷaｷI;デｷﾗﾐ SWヮWﾐSゲ ﾗﾐ さIﾗﾏﾏﾗﾐ 
ﾆﾐﾗ┘ﾉWSｪWざ ﾗa デｴW ｪWﾐWヴｷI ヮ┌ヴヮﾗゲW HWデ┘WWﾐ ;┌SｷWﾐIWゲ ;ﾐS ;ヴデｷゲデゲ (2015, 32). She also adds 
that さｪWﾐヴW Iﾉ;ゲゲｷaｷI;デｷﾗﾐゲ ふぐぶ ;ヴW normative ふぐぶ HWI;┌ゲW ┘W W┗;ﾉ┌;デW ┘ﾗヴﾆゲ ;IIﾗヴSｷﾐｪ デﾗ 
ｴﾗ┘ ┘Wﾉﾉ デｴW┞ ヮWヴaﾗヴﾏ デｴW ヮ┌ヴヮﾗゲWゲ aﾗヴ ┘ｴｷIｴ デｴW┞ ;ヴW ヮヴﾗS┌IWSざ ふヲヰヱヵが ンヶ ﾗヴｷｪｷﾐ;ﾉ 
emphasis). In other words, once audiences know that This Is Spinal Tap was created, at 
least in part, with the purpose to mock the conventions of documentary, they have a 
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framework which guides them to understand what the work is doing and evaluate how well 
it does it.    
 
AHゲデヴ;Iデﾉ┞ ヮ┌デが ﾗﾐ AHWﾉﾉげゲ ヮヴﾗヮﾗゲ;ﾉが ｪWnres are historically developed types, negotiated 
between artists and audiences, which stipulate a purpose that guides interpretation and 
appreciation of tokens which were created, at least in part, to serve that purpose. Along 
these lines, I propose that satire was introduced as a genre classification in Roman times 
and through negotiations between artists and audiences came to denote a type which 
stipulates the purpose to critique and entertain. Accordingly, classification as satire has 
come to guide interpretation and appreciation of tokens created, at least in part, to serve 
the purpose to critique and entertain. In this respectが ゲ;デｷヴWげゲ ｪWﾐWヴｷI ヮ┌ヴヮﾗゲW HWI;ﾏW 
consolidated between the first century BCE and the first century AD, in the writings of 
Horace, Persius and Juvenal. Etymologically denoting medley or hotchpotch, Saturae had 
already been introduced before as a classification of miscellaneous writings by Ennius 
(Braund 1996, xi; Freudenburg 2001, 4). Yet, it is Lucilius who became known as the first 
real Roman satirist in the reception of his work by Horace, Persius and Juvenal. Crucially, in 
adopting Lucilius as a model to define and legitimise their own practice, these later 
generations of self-identifying satirists ignored the variety of his work, instead highlighting 
key features which they sought to establish as essential to the genre (Jones 2007, ix-1).   
 
Horace was the first to explicitly model his practice on Lucilius. He inscribed his predecessor 
in the Greek tradition of Old Comedy, represented by Aristophanes and others, explaining 
デｴ;デ さｷa anyone deserved to be noted down for being a villain and a thief, for being an 
adulterer or an assassin or otherwise infamous, they would show great freedom of speech 
ｷﾐ Hヴ;ﾐSｷﾐｪ ｴｷﾏざ ふHorace 1993 Satires I.4, 2-ヶぶく HW ;ﾉゲﾗ ;SSWS デｴ;デ L┌Iｷﾉｷ┌ゲ さ┘;ゲ ┘ｷデデ┞が ┘ｷデｴ 
;ﾐ ;I┌デW ﾐﾗゲWが H┌デ ヴﾗ┌ｪｴ ｷﾐ Iﾗﾏヮﾗゲｷﾐｪ ｴｷゲ ┗WヴゲWゲざ ふIくヴが Γ-10). On another occasion, Horace 
ヮヴ;ｷゲWS L┌Iｷﾉｷ┌ゲ さHWI;┌ゲW ｴW ゲIﾗ┌ヴWS デｴW Iｷデ┞ ┘ｷデｴ デｴW ;H┌ﾐS;ﾐデ ゲ;ﾉデ ﾗa ｴｷゲ ┘ｷデざが H┌デ 
critically added thaデ さｷﾐ ｪヴ;ﾐデｷﾐｪ ｴｷﾏ デｴｷゲ I ┘ﾗ┌ﾉSﾐげデ ;ﾉゲﾗ IﾗﾐIWSW デｴW ヴWゲデざが aﾗヴ ｴｷゲ ゲデ┞ﾉW ┘;ゲ 
デﾗﾗ ｴ;ヴゲｴ デﾗ Iﾗﾐゲデｷデ┌デW さHW;┌デｷa┌ﾉ ヮﾗWデヴ┞ざ ふIくヱヰが ヴ-7). Commenting on Lucilius, Horace 
stipulated that good satire must not only succeed as critique, but also as poetry. At the 
same time, again like Lucilius, Horace explicitly sought to distinguish satire from more 
WﾉW┗;デWS ヮﾗWデｷI Wケ┌ｷ┗;ﾉWﾐデゲ ﾉｷﾆW WヮｷI ;ﾐS デヴ;ｪWS┞ H┞ ゲデ;デｷﾐｪ さI ヮﾉ;┞ ;Hﾗ┌デ ┘ｷデｴ デｴWゲW デヴｷaﾉWゲざ 
(I.10, 38). Likewise, Persius and Juvenal presented their satire as spontaneous outbursts 
with unexalted artistic aspirations (Anderson 2014 [1982], 6-9). In this respect, although 
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Juvenal has often been credited with a high or grand style, rivalling epic, J.G.F. Powell 
ふヱΓΓΓぶ ｴ;ゲ ;ヴｪ┌WS ;ｪ;ｷﾐゲデ ｷSWﾐデｷa┞ｷﾐｪ J┌┗Wﾐ;ﾉげゲ ゲデ┞ﾉW ;ゲ overly serious and has dismissed 
exaggerated differences with the down-to-earth style of Horace and others. 
 
Throughout the ages, satirists have identified this combination of critique and 
entertainment as essential to satire. According to Jonathan Swift, さぷデへhere are two Ends 
that Men propose in writing Satyr; one of them less noble than the other, as regarding 
ﾐﾗデｴｷﾐｪ a┌ヴデｴWヴ デｴ;ﾐ デｴW ヮヴｷ┗;デW “;デｷゲa;Iデｷﾗﾐが ;ﾐS PﾉW;ゲ┌ヴW ﾗa デｴW WヴｷデWヴ ふぐぶ TｴW ﾗデｴWヴ ｷゲ 
a public Spirit, prompting Men of Genius and Virtue, to mend the World as far as they are 
;HﾉWざ ふquoted in Pollard 1970, 73). Crucially, as far satirists preach to amend the world, さぷｷへデ 
ｷゲ a┌ﾐ aﾗヴ デｴW ヮヴW;IｴWヴが ;ﾐS a┌ﾐ aﾗヴ デｴW IﾗﾐｪヴWｪ;デｷﾗﾐざ ふ“┌デｴWヴﾉ;ﾐS ヱΓヵΒが ヲヵぶく In modern 
times, the classification satire has remained to guide interpretation and evaluation of works 
on the grounds of how they succeed to critique and entertain. Take Lenny Bruce, a stand-up 
IﾗﾏWSｷ;ﾐ ゲﾗﾏWデｷﾏWゲ ヮヴ;ｷゲWS さ;ゲ ゲﾗIｷ;ﾉ IヴｷデｷI ;ﾐS ゲWI┌ﾉ;ヴ ﾏﾗヴ;ﾉｷゲデざ ふKﾗaゲﾆ┞ ヱΓΑヴぶく Tﾗ┘;ヴSゲ 
the end of his career, however, Bruce often ranted about injustices he suffered during his 
obscenity trials. While these rants were critical (and even successfully so, for Bruce was 
arguably in the right), they were not very entertaining, which is why his later performances 
do not rate as highly as his earlier ones (Nachman 2003, 412/418). Importantly, if Bruce had 
simply been a social critic or secular moralist, and not a satirist, this lack of entertainment 
┘ﾗ┌ﾉS ﾐﾗデ ｴ;┗W HWWﾐ ヮヴﾗHﾉWﾏ;デｷIく YWデが ｷﾐ ﾉｷﾐW ┘ｷデｴ Hﾗヴ;IWげゲ IヴｷデｷIism of Lucillus, modern 
satirists are still praised only when they succeed both to critique and entertain, and scorned 
when they fail to meet either of these two essential conditions.  
 
Cヴ┌Iｷ;ﾉﾉ┞が デｴｷゲ ヴW┗ｷゲWS ┌ﾐSWヴゲデ;ﾐSｷﾐｪ ﾗa ｪWﾐヴWが ヴﾗﾗデWS ｷﾐ AHWﾉﾉげゲ デｴWﾗヴ┞が Iﾉ;ヴｷaｷWゲ ゲ;デｷヴWげゲ 
primary function as a historically developed classification which guides interpretation and 
W┗;ﾉ┌;デｷﾗﾐ ﾗa ;ヴデ┘ﾗヴﾆゲが ┘ｷデｴﾗ┌デ ;ヮヮW;ﾉ デﾗ ┗;ｪ┌W ;ﾉデWヴﾐ;デｷ┗Wゲ ﾉｷﾆW けﾏﾗSWげ ﾗヴ けゲヮｷヴｷデげ (see Abell 
2015, 30ff). First, this theory explains why ゲ;デｷヴW ｴ;ゲ ﾐﾗ WゲゲWﾐデｷ;ﾉ aW;デ┌ヴWゲが ﾗﾐﾉ┞ さstandardざ 
ふW;ﾉデﾗﾐ ヱΓΑヰが ンンΓが ﾗヴｷｪｷﾐ;ﾉ Wﾏヮｴ;ゲｷゲぶ ﾗヴ さconventionalざ aW;デ┌ヴWゲ ふAHWﾉﾉ ヲヰヱヵが ンΑが ﾗヴｷｪｷﾐ;ﾉ 
emphasis). What is essential to satire is its generic purpose of critique and entertainment, 
which can be fulfilled by various textual features. Concretely, while humour and irony are 
important standard features of satire because they are particularly suited to fulfil the 
purpose of critique and entertainment, they are not essential to do so. Second, generic 
purposes can concur. Especially since the purpose to entertain can be fulfilled broadly, the 
generic purpose of satire often concurs with other genres, including comedy, science fiction 
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and realism. Third, if genres are singularised by purposes, not form or structure, a genre 
classification like satire can apply across media and to parts as well as entire works. Some 
parts of an artwork may set out to critique and entertain, while others do not. Fourth, 
generic purposes can also be expanded to non-artistic practices. Although non-artistic 
W┝ヮ;ﾐゲｷﾗﾐゲ ﾗa デｴW IﾗﾐIWヮデ けゲ;デｷヴWげ ;ヴW ｷﾐW┗ｷデ;Hﾉ┞ ﾉﾗﾗゲWヴが デｴW┞ ;ヴW ﾃ┌ゲデｷaｷWS ;ゲ ﾉﾗﾐｪ ;ゲ デｴW┞ 
incorporate the essential purpose of critique and entertainment. For example, in identifying 
“ｷヴ ES┘;ヴS Cﾉ;┞げゲ ゲヮWWIｴWゲ ;ゲ ゲ;デｷヴｷI;ﾉが Jﾗｴﾐ Harrington and Ambreena Manji highlight that 
デｴWゲW ﾐﾗデ ﾗﾐﾉ┞ ;デデ;IﾆWS Iﾗヴヴ┌ヮデｷﾗﾐ ｷﾐ KWﾐ┞; H┌デ ;ヴW ;ﾉゲﾗ さﾐﾗデ;HﾉW aﾗヴ デｴWｷヴ ヴｴWデﾗヴｷI;ﾉ ゲWﾉa-
;┘;ヴWﾐWゲゲざ ふヲヰヱヲが Γぶく 
 
However, critics of my proposal may grant that satire critiques and entertains, but retort 
that these individually necessary conditions are not jointly sufficient to define the genre. If 
they are right, I would have to settle for a weak version of my proposal. Still, even 
conceding this much, my proposal would be more normatively adequate than a cluster 
account, because it would still distinguish satire from so-called pseudo-satire. Regardless, 
although it may seem open to counterexamples, I do defend the strong proposal that satire 
is distinct from other representations because it is a genre with the purpose to critique and 
entertain. Below, I will explain that this definition grasps an intuitive distinction between 
satire and more solemn critical art. Here, I address the suspicion that there are 
representations which critique and entertain, but are not satire. I take it that critics would 
be thinking of examples like some realistic or naturalistic novels, including work by Tolstoy 
ﾗヴ )ﾗﾉ;が ﾗヴ ゲﾗﾏW ﾗa “ｴ;ﾆWゲヮW;ヴWげゲ ヮﾗﾉｷデｷI;ﾉ ヮﾉ;┞ゲが ﾉｷﾆW King Lear or Hamlet. If I defend the 
strong proposal, I would have a hard time denying that these works are satires or exhibit 
satirical qualities, for they arguably do critique and entertain, at least in part. For this 
reason, critics might argue that my definition lacks at least one other condition to stipulate 
jointly sufficient conditions for satire. Alternatively, they might suggest I need to include a 
set of disjunctively necessary conditions, alongside the individually necessary (but not 
jointly sufficient) conditions of critique and entertainment, for instance humour, irony, 
fantasy, etc. (see Fishelov 1991). Yet, I do not think such concessions are necessary, for I am 
willing to grant that these apparent counterexamples are, at least in part, satire, or that 
they exhibit satirical qualities に and I am not alone.   
 
Take certain realistic novels. Fairly recently, Aaron Matz has developed a careful study 
which suggested to largely reframe the tradition of nineteenth-IWﾐデ┌ヴ┞ ヴW;ﾉｷゲﾏ ;ゲ さsatirical 
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realismざが ゲヮWIｷaｷI;ﾉﾉ┞ aﾗcusing on novels by Thomas Hardy, George Gissing, Henrik Ibsen and 
Joseph Conrad (2010, ix, original emphasis). Likewise, various novels by Tolstoy, including 
The Death of Ivan Illych and War and Peace have been framed as satire in literary criticism 
and scholarship (Donnelly 2013; Maus 2002). Similarly, literary IヴｷデｷIゲ ｴｷｪｴﾉｷｪｴデ さ)ﾗﾉ;げs 
ﾏﾗヴ;ﾉｷ┣ｷﾐｪ ゲ;デｷヴWざ (Nelson 1983, 20) alongside さｴｷゲ ゲ;デｷヴW ﾗa Hﾗ┌ヴｪWﾗｷゲ ﾏｷゲﾏ;ﾐ;ｪWﾏWﾐデざ 
ふNWﾉゲﾗﾐ ヱΓΒンが ヵぶく LｷﾆW┘ｷゲWが LWﾗﾐ;ヴS FWｷﾐHWヴｪ ﾏWﾐデｷﾗﾐゲ Uヮデﾗﾐ “ｷﾐIﾉ;ｷヴげゲ ﾏ┌Iﾆヴ;ﾆｷﾐｪ ﾐﾗvel 
The Jungle to make a point about the character and motivations of satirists (2006 [1964], 
13). Finally, Oscar J. Campbell has argued that Shakespearean characters like Hamlet, Iago 
;ﾐS LW;ヴ W┝ｴｷHｷデ さデヴ;ｷデゲ ﾗa ; ﾏ;ﾉIﾗﾐデWﾐデ-ゲ;デｷヴｷゲデざ ふヱΓヴンが ヱヵヱぶが ┘ｴｷIｴ ｴe suggests was a 
common way for contemporaneous tragedians to invest their works with satirical qualities 
(1943, 161). As opposed to the conflations with pseudo-satire discussed before, I have no 
issue with such expansive applications of the concept satire. For one, they do not 
misconstrue the nature, function and significance of the genre. Moreover, framing these 
examples as satire arguably introduces an interesting perspective that enriches our 
understanding and appreciation of these works. To clarify, I would not argue that all these 
works are satires, but I see no reason to deny that they have satirical qualities, exactly 
because, in part, they critique and entertain. Neither do I argue that satire is the most 
appropriate classification for these works, because they are not exhausted by the purpose 
to critique and entertain and, on the whole, more aptly fulfil the expectations associated 
with other categories of art than satire. Summing up, rather than problematising the strong 
proposal that satire is defined by the purpose to critique and entertain, these 
counterexamples further corroborate it.  
  
To further clarify my position, whether a specific token is satire or has satirical qualities 
means investigating whether it is justified to interpret and evaluate it as setting out to 
critique and entertain, at least in part. Importantly, as opposed to most other genres, さデｴW 
category in which the artist intended the work to be appreciated, or in which the ;ヴデｷゲデげゲ 
IﾗﾐデWﾏヮﾗヴ;ヴｷWゲ ┘ﾗ┌ﾉS ｴ;┗W ヮﾉ;IWS ｷデざ ｷゲ ﾗaデWﾐ ﾉWゲゲ SWIｷゲｷ┗W ｷﾐ デｴW I;ゲW ﾗa ゲ;デｷヴWが S┌W デﾗ 
ambiguous classificatory practices in international media contexts (Walton 1970, 357; see 
also Friend 2012, 187). In line with art-critical and scholarly practices, my proposal 
akcnowledges デｴ;デ IWヴデ;ｷﾐ ┘ﾗヴﾆゲ ﾏ;ヴﾆWデWS ;ゲ けゲ;デｷヴWげが ﾉｷﾆW Mock the Week, are not satire 
because they do not set out to critique and entertain. Conversely, my proposal also 
accommodates the reinterpretation of works originally not classified as satire, such as 
aborigine orature or late-Victorian realist novels, because it can be justified that they 
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should be interpreted and appreciated, at least in part, as setting out to critique and 
entertain. (The alleged counterexamples to the strong version of my proposal discussed 
above fall in this latter category.) In general, classification as satire depends on authorial 
intentions discernible in the work but is also influenced by contextual factors (other than 
the classification of the work by the author or contemporaries). In this respect, James 
Sutherland has discussed newspaper articles which would count as satire in one context, 
but not in another (1958, 6). The crux is that context is a factor which helps to signal the 
intention behind works.  
 
Similarly, although some fake articles on the so-I;ﾉﾉWS けゲ;デｷヴｷI;ﾉげ ┘WHゲｷデW The Onion could be 
construed as somewhat critical, they are unlikely to really be satire because the majority of 
other articles on the website clearly serve no critical purpose. In response to the arrest of 
FIFA officials by FBI agents in Zurich on 25 May 2015, The Onion published a spoof article 
WﾐデｷデﾉWS さFIFA Fヴ;ﾐデｷI;ﾉﾉ┞ Aﾐﾐﾗ┌ﾐIWゲ ヲヰヱヵ “┌ﾏﾏWヴ WﾗヴﾉS C┌ヮ Iﾐ UﾐｷデWS “デ;デWゲくざ TｴW a;ﾆW 
;ヴデｷIﾉW ヴWヮﾗヴデゲ デｴ;デ さmatches [are] set デﾗ ﾆｷIﾆ ﾗaa デﾗS;┞ ;デ ヵ ヮくﾏく ﾉﾗI;ﾉ デｷﾏW ｷﾐ Lﾗゲ AﾐｪWﾉWゲざ 
┘ｷデｴ “Wヮヮ Bﾉ;デデWヴ さゲﾏｷﾉｷﾐｪ Hヴﾗ;Sﾉ┞ HWaﾗヴW ┌ﾐ┗Wｷﾉｷﾐｪ デｴW デﾗ┌ヴﾐ;ﾏWﾐデげゲ ﾗaaｷIｷ;ﾉ ﾉﾗｪﾗが ; ｴ;ﾐS-
Sヴ;┘ﾐ ゲデｷIﾆ aｷｪ┌ヴW ﾆｷIﾆｷﾐｪ ; ゲﾗIIWヴ H;ﾉﾉ ┘ｷデｴ けU“A ヲヰヱヵぁげ ｴ;ゲデｷﾉ┞ ゲIヴｷHHﾉWS ｷﾐ Hﾉ;Iﾆ ﾏ;ヴﾆWヴ 
;Hﾗ┗W ｷデゲ ｴW;Sざ (The Onion Staff 2015). The spoof gathered substantial media attention as 
it was mistaken as genuine by Jack Warner, one of the FIFA executives arrested that day. 
Wｷデｴﾗ┌デ a;┌ﾉデが ┗;ヴｷﾗ┌ゲ ﾏWSｷ; ｷSWﾐデｷaｷWS デｴW ;ヴデｷIﾉW ;ゲ けゲ;デｷヴｷI;ﾉげ ふJﾗｴﾐゲデﾗﾐ ヲヰヱヵき M;IﾆW┞ 
2015; Topping 2015). However, while this fake article on The Onion indeed mocks the 
corruption of FIFA, the context of the website precludes the sustained critical intent of 
ゲ;デｷヴWく AヮヮW;ヴｷﾐｪ ;ﾉﾗﾐｪゲｷSW ﾗデｴWヴ ゲヮﾗﾗaゲ ┘ｷデｴ デ┞ヮｷI;ﾉ デｷデﾉWゲ ゲ┌Iｴ ;ゲ さM;ﾐ T;ﾆWゲ “ﾗHWヴ 
MﾗﾏWﾐデ デﾗ ‘WaﾉWIデ ﾗﾐ F;Iデ デｴ;デ Mﾗゲデ ﾗa MW;ﾉ AﾉヴW;S┞ GﾗﾐWざ ふヲヰヱヶaぶ ;ﾐS さHｷﾉﾉ;ヴ┞ Cﾉｷﾐデﾗﾐ 
“Wデゲ PWヴゲﾗﾐ;ﾉ “ｷﾐｪﾉW ‘Wヮ “ケ┌;デ ‘WIﾗヴS WｴｷﾉW W;デIｴｷﾐｪ BWヴﾐｷW “;ﾐSWヴゲ Oﾐ G┞ﾏ TVざ 
(2016b), it is unlikely that The Onionげゲ ﾏﾗIﾆWヴ┞ ﾗa FIFA Iﾗヴヴ┌ヮデｷﾗﾐ ｷゲ ヮ;ヴデ ﾗa ; ゲ┌ゲデ;ｷﾐWS 
critical take on society. Put metaphorically, if society is the bucket, The Onion cleverly 
exploits the hole in the bucket for mockery, but on the whole lacks saデｷヴWげゲ Hヴﾗ;Sﾉ┞ ﾏﾗヴ;ﾉ 
intent to decry it. In this context, in-between cases that could be construed as gentle satire, 
including the USA World Cup 2015 spoof on The Onion, are more accurately classified as 
fooling around. 
 
6. THE AMBIGUITY OF SATIRE RECONSIDERED 
64 
 
Admittedly, while there are many clear-cut cases, the classification of a work as satire is not 
always straightforward. The definition of satire I develop is of a historically negotiated but 
nonetheless abstract type, to which concrete and unwieldy tokens do not always strictly 
conform. Moreover, the doubleness of the type itself, stipulating a purpose oscillating 
between the broadly moral intent of critique and the pursuit of unexalted aesthetic 
pleasures, is conducive to occasional ambiguity about the classification of particular tokens 
as satire. Such ambiguity does not compromise the validity of my proposed definition of 
satire as a genre with the purpose to critique and entertain. Instead, it is a virtue of my 
ヮヴﾗヮﾗゲ;ﾉ デｴ;デ ｷデ I;ﾐﾐﾗデ ﾗﾐﾉ┞ ;IIﾗﾏﾏﾗS;デW ゲ;デｷヴWげゲ ;ﾏHｷｪ┌ｷデ┞ H┌デ ;ﾉゲﾗ Wﾉ┌IｷS;デW ｷデく WｴｷﾉW デｴW 
distinction between satire and pseudo-satire is in many cases unproblematic, I will discuss 
some media in this section of which the satirical status is ambiguous. Importantly, while 
such problem cases are generally in the minority, I do not consider the ambiguity they 
highlight as peripheral to the nature of satire. Instead, I consider it indicative of a 
fundamental tension between the ethical concerns of critique and the aesthetic pursuit of 
entertainment, which singularises satire as a genre. I will explain that although it is crucial 
to acknowledge the moral seriousness of satire and oppose pernicious conflations with 
pseudo-satire, this ambiguity signals that its seriousness must also not be overestimated. 
By contrast, in the next section, I will discuss how this ambiguity and tension differentiates 
satire from critical representations which are straightforwardly serious. 
 
In the previous section, I argued that in-between cases on The Onion that could be 
construed as somewhat critical are unlikely to really be satire because, on the whole, the 
website does not develop a sustained critique through its spoof articles. Yet, sometimes 
spoofs of The Onion are arguably really satirical and also received as such in art-critical 
circles. Like Last Week Tonight and The Daily Show, The Onion News Network ふデｴW ┘WHゲｷデWげゲ 
former news parody TV show) has also been awarded a Peabody Award, specifically for 
さWヴゲ;デ┣ ﾐW┘ゲ デｴ;デ ｴ;ゲ ; ┘ﾗヴヴｷゲﾗﾏW ヴｷﾐｪ ﾗa デヴ┌デｴざ ふヲヰヰΒぶく WｴｷﾉW ゲ┌Iｴ ;ヴデ-critical recognition 
might really be too generous, some spoofs on The Onion News Network are not in-between 
I;ゲWゲが H┌デ ;ヴｪ┌;Hﾉ┞ ヴW┗W;ﾉ ｪWﾐ┌ｷﾐW ゲ;デｷヴｷI;ﾉ ｷﾐデWﾐデく OﾐW W┝;ﾏヮﾉW ｷゲ デｴW ゲヮﾗﾗa ヴWヮﾗヴデ さJ┌SｪW 
‘┌ﾉWゲ WｴｷデW Gｷヴﾉ Wｷﾉﾉ BW TヴｷWS Aゲ Bﾉ;Iﾆ AS┌ﾉデざ (The Onion Staff n.d.), a satire of white 
privilege in which a reporter explains that a sixteen-┞W;ヴ ﾗﾉS さヮｴﾗデﾗｪWﾐｷIざ ｪｷヴﾉ aヴﾗﾏ DWデヴﾗｷデが 
accused of stabbing a classmate to death, has さreceived the harshest possible sentencing 
from the judge. She will be tried as a black adult.ざ While this spoof showcases a satirically 
critical dimension, again others on The Onion News Network are clear examples of fooling 
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around, including an ironic mockery of football as a sport not living up to American 
ゲデ;ﾐS;ヴSゲ ﾗa ｴWデWヴﾗゲW┝┌;ﾉ ﾏ;ゲI┌ﾉｷﾐｷデ┞が WﾐデｷデﾉWS さ“ﾗIIWヴ OaaｷIｷ;ﾉﾉ┞ Aﾐﾐﾗ┌ﾐIWゲ Iデ Iゲ G;┞ざ (The 
Onion Staff n.d.). The case of The Onion News Network showcases that the satirical status 
of media can be ambiguous, because some media which mostly indulge in fooling around 
can occasionally also reveal genuine critical intent. On these occasions, it is fair to say that 
such media, like The Onion, also produce satire.  
Albeit there is a clear conceptual difference between satire and pseudo-satire, this 
distinction is not always as pronounced in concrete media. In this respect, hyperbolic 
appraisals of the moral seriousness of satire like The Daily Show, The Colbert Report and 
Last Week Tonight are arguably further compromised since many writers for these shows 
started their careers at The Onion (Shankbone 2007). This overlap in staff is no reason to 
argue that The Onion is really satirical after all, but rather signals that simply being funny at 
the expense of topical affairs is at least as much of an asset when pursuing a career in 
commercial satire as moral seriousness. A similar example to The Onion is the British 
けゲ;デｷヴｷI;ﾉげ ┘WHゲｷデW The Daily Mash, which also publishes fake articles that on the whole 
mock the hole in the bucket rather than critically oppose it. Paul Stokes, co-founder of The 
Daily Mash, explains that the website modelled itself on The Onion to fill a gap in the British 
ﾏ;ヴﾆWデ ┘ｷデｴ さ;H┌ゲWが ｷﾐﾐ┌WﾐSﾗ ;ﾐS ゲﾏ┌デざ ;ﾐS SWゲIヴｷHWゲ ｷデゲ ヮ┌ヴヮﾗゲW ;ゲ さｴWﾉヮｷﾐｪ ヮWﾗヮﾉW ｷﾐ 
ﾗaaｷIWゲ デﾗ ┘;ゲデW デｷﾏWざ (Luckhurst 2008). Indeed, typical titles of spoof articles on The Daily 
Mashが ｷﾐIﾉ┌Sｷﾐｪ さMｷﾉｷH;ﾐS ｴｷデ ﾗﾐ ｴW;S H┞ a;ﾉﾉｷﾐｪ ‘┌ゲゲｷ;ﾐ ゲヮ;IWIヴ;aデざ ふヲヰヱヵaぶ ;ﾐS さWｷｪ;ﾐ 
relegateS SWゲヮｷデW HWｷﾐｪ ┌ﾐヮﾉW;ゲ;ﾐデざ ふヲヰヱヵb), indicate that the website generally sets out to 
entertain by fooling around, rather than to entertain and critique at the same time. Yet, Tim 
LuIﾆｴ┌ヴゲデ IﾗﾐデWﾐSゲ デｴ;デ さぷﾗへII;ゲｷﾗﾐ;ﾉﾉ┞が ;ゲ ┘ｷデｴ ;ﾉﾉ W┝IWﾉﾉWﾐデ ゲ;デｷヴWが デｴW┞ ぷat The Daily Mash] 
ﾗaaWヴ ヴW;ﾉ ｷﾐゲｷｪｴデ ｷﾐデﾗ ┘ｴ┞ ; ヮﾗﾉｷI┞ ヮヴﾗヮﾗゲ;ﾉ ﾗヴ ｷSW; ｷゲ H;S ;ﾐS ┘ヴﾗﾐｪざ ふヲヰヰΒぶく Aﾉデｴﾗ┌ｪｴ I 
would be wary of calling most spoofs on The Daily Mash satire, it is important to 
acknowledge that media which mostly produce pseudo-satire can sometimes exhibit the 
insightfulness, if not moral seriousness, associated with good satire.  
Importantly, even if the difference between pseudo-satire and satire is not only 
conceptually clear but also evident in concrete examples like Mock the Week and Last Week 
Tonight, the two can nonetheless interact in intriguing ways. A different example to The 
Onion and The Daily Mash is Have I Got News for You (BBC, 1990-pres.), marketed by 
broadcasting company Dave alongside Mock the Week ;ゲ さデｴW デ┘ﾗ デｷデ;ﾐゲ ﾗa ゲ;デｷヴWざ ふDave 
Staff n.d.). Nevertheless, as opposed to Mock the Week, permanent panellist Ian Hislop 
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ヴｷｪｴデﾉ┞ IﾗﾐデWﾐSゲ デｴ;デ さHave I got News For You has smuggled quite a lot of satire に political 
satire に ｷﾐデﾗ ┘ｴ;デ ﾉﾗﾗﾆゲ ﾉｷﾆW ; ﾏ;ｷﾐゲデヴW;ﾏ ケ┌ｷ┣ ゲｴﾗ┘ざ ふFWデデｷゲ ヲヰヱヵぶく “デ;ヴデｷﾐｪ ┘ｷデｴ さデｴW 
HｷｪｪWヴ ゲデﾗヴｷWゲ ﾗa デｴW ┘WWﾆざが ヮ;ﾐWﾉﾉｷゲデゲ デ┞ヮｷI;ﾉﾉ┞ IﾗﾏﾏWﾐデ ｴ┌ﾏﾗヴﾗ┌ゲﾉ┞ H┌デ IヴｷデｷI;ﾉﾉ┞ ﾗﾐ 
selected news footage about current affairs. Similar to Last Week Tonight, when HIGNFY 
(さ“WヴｷWゲ ヴΑ EヮｷゲﾗSW ヶざ) addresses FIFA corruption, it oscillates between jest and 
seriousness. Discussing the exploits of FIFA executives, guest host David Mitchell highlights 
the critical intent of the ゲｴﾗ┘ H┞ W┝Iﾉ;ｷﾏｷﾐｪ さぷｷへデげゲ ﾐﾗデ a┌ﾐﾐ┞が H┌デ デｴWゲW ヮWﾗヮﾉW ;ヴW 
;ヴゲWｴﾗﾉWゲぁざ Hﾗ┘W┗Wヴが ;ﾉデｴﾗ┌ｪｴ ; HIGNFY episode starts as straightforward satire, when it 
progresses into later rounds, it develops into the kind of fooling around characteristic of 
Mock the Week. Tヴ;Sｷデｷﾗﾐ;ﾉﾉ┞ WﾐSｷﾐｪ ┘ｷデｴ デｴW さﾏｷゲゲｷﾐｪ ┘ﾗヴS ヴﾗ┌ﾐSざが ｷﾐ ┘ｴｷIｴ I;ﾐSｷS;デWゲ 
have to complete headlines from a guest publication, the serio-comic treatment of politics 
and topical affairs is replaced by simple jest. When Mitchell starts this final round with the 
ケ┌Wゲデｷﾗﾐ さAﾉW┝ “;ﾉﾏﾗﾐS ﾉﾗゲWゲ ｪヴｷヮ ;aデWヴ ┘ｴ;デいざが デW;ﾏ I;ヮデ;ｷﾐ P;┌ﾉ MWヴデﾗﾐ ゲWデゲ デｴW デﾗﾐW H┞ 
ヴWゲヮﾗﾐSｷﾐｪ さIゲ ｷデ ┘ヴWゲデﾉｷﾐｪ ﾏﾗﾐﾆW┞ ｷﾐ H┌デデWヴ a;デいざ Iﾐ デｴｷゲ ヴWゲヮWIデが HIGNFY highlights the 
ambiguity of the distinction between satire and pseudo-satire by incorporating both in the 
same format.    
HIGNFY is a more ambiguous case than Last Week Tonightく Aﾉデｴﾗ┌ｪｴ Oﾉｷ┗Wヴげゲ ゲｴﾗ┘ ;ﾉゲﾗ 
oscillates between a serio-comic investigation of current affairs and entertainment for its 
own sake, it does not have a similarly strict division in its episode structure between 
segments that entertain as well as critique and segments which only seek to entertain. In 
this regard, albeit that satire also seeks to entertain in its own right, there is no real satire 
without a constant interaction between the purposes of critique and entertainment. A 
striking counterexample is the magazine Private Eye (1961-pres.), established during the so-
called British satire boom in the 1960s. While editor (and HIGNFY team captain) Ian Hislop 
describes Private Eye as a combination of さｷﾐ┗Wゲデｷｪ;デｷ┗W ﾃﾗ┌ヴﾐ;ﾉｷゲﾏ ;ﾐS ﾃﾗﾆWゲざ ふMﾗゲゲ ヲヰヱヱぶが 
the magazine is typically not in the same way さﾏｷ┝ｷﾐｪ IﾗﾏｷI Sｷ;デヴｷHW ┘ｷデｴ ｷﾐ┗Wゲデｷｪ;デｷ┗W 
ヴWヮﾗヴデｷﾐｪざ ;ゲ Last Week Tonight (Garrahan 2015). Instead, at least in recent years, Private 
Eye typically keeps its investigative journalism and entertainment fairly separate. Although 
the tone of Eye  ヮｷWIWゲ ﾗﾐ FIFA Iﾗヴヴ┌ヮデｷﾗﾐ ふｷﾐIﾉ┌Sｷﾐｪ HW;デｴWヴ ‘;HH;デデゲげゲ HWﾉ;デWS ヴWゲｷｪﾐ;デｷﾗﾐ 
from FIFA's anti-SｷゲIヴｷﾏｷﾐ;デｷﾗﾐ デ;ゲﾆaﾗヴIWが デｴW BBCげゲ ヮﾗﾗヴ Iﾗ┗Wヴ;ｪW ﾗa the FIFA affair or 
;┌Sｷデｷﾐｪ aｷヴﾏげゲ KPMGげゲ ｷﾐ┗ﾗﾉ┗WﾏWﾐデ ｷﾐ FIFAげゲ ゲ┌ゲデ;ｷﾐWS Iﾗヴヴ┌ヮデｷﾗﾐぶ ｷゲ Iﾗﾉﾉﾗケ┌ｷ;ﾉ ;ﾐS IｴWWﾆ┞が 
they are in no real sense entertainment ふさE┞W ヱンΓヴざぶ. Crucially, satire is not simply a more 
casual investigative journalism, but pursues entertaining digressions which are strictly 
67 
 
speaking alien to the journalistic function of Private Eye. Moreover, the sections in Private 
Eye which are clearly demarcated as entertainment (including cartoons and spoofs) are 
typically either not intended to be critical or are too stale to be meaningful as critique. 
While it is not as if there is no satire in Private Eye, the magazine is an ambiguous case, 
because although it is in parts critical and entertaining, it often lacks the interaction 
between the two which characterises satire.   
The satirical status of representations and the distinction between satire and pseudo-satire 
can be further ambiguous if a work critiques and entertains, but not very successfully. 
Satire is distinguished from journalism not only because of the constant interaction 
between the purposes of critique and entertainment, but also because unsuccessful 
critique compromises the seriousness of satire more significantly than journalism. An 
interesting case in point is the treatment of the FIFA scandals on The Daily Show with Jon 
Stewart (さKｷIﾆｷﾐｪ わ “IｴWﾏｷﾐｪざ 27 May 2015), which was hyperbolically heralded as 
さHヴｷﾉﾉｷ;ﾐデﾉ┞ tak[ing] down Fifa [sicへざ ふｷヱヰヰ “デ;aa ヲヰヱヵぶが さｴ;ﾏﾏWヴぷｷﾐｪへ FIFAざ ふGﾗヴWﾐゲデein 2015) 
;ﾐS さBﾉ;ゲデぷｷﾐｪへ ヲヴ YW;ヴゲ ﾗa FIFA Cﾗヴヴ┌ヮデｷﾗﾐざ ふOｴ ヲヰヱヵぶく Hﾗ┘W┗Wヴが while Jon Stewart does 
attempt to develop a critical argument in his nine minute segment on FIFA, it is (perhaps 
uncharacteristically so) rather limp. Crucially, if not paired to inゲｷｪｴデa┌ﾉ Iヴｷデｷケ┌Wが “デW┘;ヴデげゲ 
attempt to entertain the audience (although that is a fundamental purpose of satire) 
appears gratuitous. Specifically, Stewart develops a long routine intended to highlight that 
the FBI investigation into FIFA lasted over two decades, by seeking to entertain the 
audience with wigs and props as he travels back and forth in time. As the critique of this 
routine falls flat, what remains is really only a silly joke. Importantly, whereas The Daily 
Show with John Stewart has been rightfully lauded as successful satire which critically 
investigated American and global society, when its critique misfires, it is not so dissimilar to 
the frivolities normally associated with pseudo-satire.  
The ambiguity between satire and pseudo-satire which characterises various media is 
indicative of a fundamental tension between seriousness and triviality in the genre. This 
tension and ambiguity is evident in J;ﾐ BﾜｴﾏWヴﾏ;ﾐﾐげゲ ｷヴﾗﾐｷI ヮﾗWﾏ さSchmähkritikざ, and 
helps to explain its problematic reception introduced above. BﾜｴﾏWヴﾏ;ﾐﾐげゲ デﾗﾐｪ┌W-in-
cheek poem about Turkish President Erdogan was a response to a request of the Turkish 
government to impose a ban on an earlier satirical song about Erdogan on the German TV 
show extra 3 (ARD, 1976-present). Re-appropriating an old hit single of German pop star 
Nena, extra 3げゲ さEヴSﾗ┘ｷWが EヴSﾗ┘ﾗが EヴSﾗｪ;ﾐいざ (2016) (Erdowho? Erdowhere? Erdogan?) 
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critiqued the Erdogan regime for limiting press freedom, disavowing gender equality and 
perpetrating human rights offences. Whereas Turkey requested that the German 
government ban the song, the German ambassador in Ankara instead affirmed the 
protection of political satire in Germany under the right to freedom of speech and freedom 
ﾗa ﾏWSｷ; ふ)Wｷデ “デ;aa ヲヰヱヶ;ぶく Iﾐ ヴWゲヮﾗﾐゲWが BﾜｴﾏWヴﾏ;ﾐﾐ ヴｷSｷI┌ﾉWS EヴSﾗｪ;ﾐげゲ ヮWW┗ｷゲｴﾐWゲゲ ┘ｷデｴ 
an ironically offensive poem in his show Neo Magazin Royale (さNEO MAGA)IN ‘OYALE ﾏｷデ 
J;ﾐ BﾜｴﾏWヴﾏ;ﾐﾐ ┗ﾗﾏ ンヱく M@ヴ┣ ヲヰヱヶくざぶ. However, by contrast to extra 3, the moral 
ゲWヴｷﾗ┌ゲﾐWゲゲ ;ﾐS ゲ;デｷヴｷI;ﾉ ゲデ;デ┌ゲ ﾗa BﾜｴﾏWヴﾏ;ﾐﾐげゲ ヮWヴaﾗヴﾏ;ﾐIW ┘;ゲ ﾏ┌Iｴ ﾏﾗヴW ;ﾏHｷｪ┌ﾗ┌ゲく 
Accordingly, the reception of his poem was also much more problematic. This time, the 
German government did allow the prosecution of the comedian on behalf of the Turkish 
government (Spiegel Staff 2016b). A separate ruling later also prohibited Böhmermann 
from repeating most lines of the poem (Zeit Staff 2016b). This verdict was later upheld after 
appeal of the comedian (Fiers 2017). 
 
The satirical status of BﾜｴﾏWヴﾏ;ﾐﾐげゲ ｷヴﾗﾐｷI ヮﾗWﾏ is highly ambiguous. In response to 
T┌ヴﾆW┞げゲ H;Iﾆﾉ;ゲｴ ;ｪ;ｷﾐゲデ extra 3, Böhmermann reaffirmed that critique through satire was 
ﾉWｪ;ﾉ ｷﾐ E┌ヴﾗヮWげゲ ﾉｷHWヴ;ﾉ SWﾏﾗIヴ;IｷWゲく Hﾗ┘W┗Wヴが ｴW ;ﾉゲﾗ ﾏWﾐデｷﾗﾐWS Schmähkritik, a judicial 
term introduced in German legislation exactly to penalise cases in which freedom of speech 
デ┌ヴﾐWS ｷﾐデﾗ ﾉｷHWﾉく Iﾐ ; IｴWWﾆ┞ ヮﾗWﾏ WﾐデｷデﾉWS さSchmähkritikざが BﾜｴﾏWヴﾏ;ﾐﾐ デｴWﾐ ゲWデ ﾗ┌デ デﾗ 
do exactly the forbidden. To Turkish-inspired tunes in the style of Nena, Böhmermann 
rhymed various insults together, amongst other things calling Erdogan a goatfucker, 
ｪｷヴﾉHW;デWヴ ;ﾐS ヮ;WSﾗヮｴｷﾉWく BﾜｴﾏWヴﾏ;ﾐﾐげゲ ヮWヴaﾗヴﾏ;ﾐIW ;ﾉﾉ┌SWS デﾗ ┗;ヴｷﾗ┌ゲ W┝ｷゲデｷﾐｪ ヴ;Iｷゲデ 
and xenophobic stereotypes about Turkish people in German society. All the while, he kept 
his audience in the loop of his ironic joke, mock-seriously highlighting that publicising such a 
poem would be illegal in Germany (joking that if one nonetheless were to do so, the 
ヮWヴaﾗヴﾏ;ﾐIW ﾏｷｪｴデ W┗Wﾐ HW SWﾉWデWS aヴﾗﾏ )DFﾐWﾗげs online media library!). I consider 
BﾜｴﾏWヴﾏ;ﾐﾐげゲ さSchmähkritikざ an interesting case because it highlights a fundamental 
ambiguity inherent in satire. On the basis of his performance and retrospective comments, 
it is difficult to be certain whether Böhmermann set out to sincerely critique Erdogan for 
disavowing freedom of speech and media, in the style of Last Week Tonight, or whether he 
simply revelled in the occasion for fooling around, in the style of Mock the Week. Although 
ambiguity of such a degree is rather extraordinary, it nonetheless signals a fundamental 




BﾜｴﾏWヴﾏ;ﾐﾐげゲ ヮWヴaﾗヴﾏ;ﾐIW ｷゲ Iﾗﾐデｷﾐ┌ﾗ┌ゲﾉ┞ ;ﾏHｷ┗;ﾉWﾐデ between critical ridicule of 
Erdogan on the grounds of his undemocratic policies and uncritical ridicule simply for the 
fun of transgression. So while Böhmermann openly claimed to defend democratic freedoms 
against repressive despots like Erdogan, Marine Le Pen and Victor Orban, he also trivialised 
the issue by flippantly dismissing the concerns of German civil society in the wake of 
diplomatic tensions generated by extra 3. Likewise, his retrospective defences of 
さSchmähkritikざ only add to the ambiguous character of his performance. Böhmermann has 
alternated bWデ┘WWﾐ SWゲIヴｷHｷﾐｪ ｴｷゲ ヮﾗWﾏ ;ゲ ; さｴ┌ﾏﾗヴﾗ┌ゲ ┌ﾐｷ┗Wヴゲｷデ┞ ゲWﾏｷﾐ;ヴざ ;ﾐS ; さa;ヴデ 
ﾃﾗﾆWざ ふEHWﾉ ヲヰヱヶが ﾏ┞ デヴ;ﾐゲ;ﾉデｷﾗﾐぶが ;ﾐS ｴ;ゲ ;ﾉゲﾗ SWゲIヴｷHWS ｴｷﾏゲWﾉa Hﾗデｴ ;ゲ ; さﾏｷゲIｴｷW┗ﾗ┌ゲ 
ﾃﾗﾆWヴざ ふSpaßvogelぶ ;ﾐS ゲﾗﾏWﾗﾐW ┘ｴﾗゲW IヴｷデｷI;ﾉ デ;ゲﾆ ｷデ ｷゲ さデﾗ ;ゲﾆ ケ┌Wゲデｷﾗﾐゲが ﾆｷIﾆ ﾗaa SWH;デWゲ 
;ﾐS ヴ;ｷゲW ｷゲゲ┌Wゲざ ふK;ﾉﾉW ;ﾐS ┗ﾗﾐ Uゲﾉ;ヴ ヲヰヱヶが ﾏ┞ デヴ;ﾐゲﾉ;デｷﾗﾐぶく Iﾐ ﾗﾐW ;ﾐS デｴW ゲ;ﾏW ｷﾐデWヴ┗ｷW┘が 
Böhmermann trivialised さSchmähkritikざ as nothing more than a bumpy but complex joke, 
while also claiming he defended and investigated the limits of democratic freedoms (Kalle 
and von Uslar 2016). In this respect, while Böhmermann has fulminated at public 
perception for taking his poem out of context and consequently not getting it, he is himself 
nonetheless responsible for a degree of confusion about his aims (Böhmermann and Schulz 
2016). 
 
Intriguingly, despite Neo Magazin Royale being marketed as satire, Böhmermann explicitly 
disavowed the satirical status of his programme throughout the episode. Although he 
identified extra 3 as a competitor in the German television market, Böhmermann explicitly 
ゲデ;デWS デｴ;デ さぷ┘へW ;ヴW ｷﾐ デｴW Hヴﾗ;SWゲデ ゲWﾐゲW ﾐﾗデ ; ゲ;デｷヴW ヮヴﾗｪヴ;ﾏﾏWが ┘W ;ヴW ﾏﾗヴW ; Quatsch 
ヮヴﾗｪヴ;ﾏﾏWざ ふさNEO MAGA)IN ‘OYALE ﾏｷデ J;ﾐ BﾜｴﾏWヴﾏ;ﾐﾐ ┗ﾗﾏ ンヱく M@ヴ┣ ヲヰヱヶざ, my 
translation). In German, Quatsch is slang for nonsense or fooling around. The word was also 
borrowed in English, but never became common usage (OED, third edition). Later in the 
episode, Böhmermann again stressed that Neo Magazin Royale is さGWヴﾏ;ﾐ┞げゲ ﾐ┌ﾏHWヴ ﾗﾐW 
Quatsch ヮヴﾗｪヴ;ﾏﾏWく Tｴ;デげゲ ┌ゲく WW ｴ;┗W ﾐﾗデｴｷﾐｪ デﾗ Sﾗ ┘ｷデｴ ゲ;デｷヴWざ ふﾏ┞ デヴ;ﾐゲﾉ;デｷﾗﾐぶく HW ;ﾉゲﾗ 
ironically contended that Neo Magazin Royale does not aim to tackle such difficult issues as 
extra 3. His sidekick, Jan K;HWﾉﾆ;が ┘ｴﾗﾉWｴW;ヴデWSﾉ┞ ;ｪヴWWS さぷ┞へWゲが デｴ;デげゲ ; ┘ｴﾗﾉﾉ┞ SｷaaWヴWﾐデ 
league. Also the heute-show [German adaptation of The Daily Showへく Hﾗ┘ ｪﾗﾗS ｷゲ デｴ;デぁいざ 
(さNEO MAGA)IN ‘OYALE ﾏｷデ J;ﾐ BﾜｴﾏWヴﾏ;ﾐﾐ ┗ﾗﾏ ンヱく M@ヴ┣ ヲヰヱヶざ, my translation). Albeit 
that their irony precludes a wholly stable interpretation, it is nonetheless clear that 
Böhmermann and Kabelka disavow the kind of moral seriousness associated with satire in 
the German tradition outlined by Tucholsky. However, when retrospectively defending the 
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democratic significance of Neo Magazin Royale, Böhmermann does embrace a satirical 
ゲデ;デ┌ゲが IﾗﾐデWﾐSｷﾐｪ デｴ;デ さmy team and I have made it our mission in the past three years to 
ゲ;デｷヴｷI;ﾉﾉ┞ デ;IﾆﾉW デｴW デﾗヮ ｷゲゲ┌Wゲ ｷﾐ ヮﾗﾉｷデｷIゲが TV ;ﾐS ｪﾗゲゲｷヮざ ふヲヰヱヶが ﾏ┞ デヴ;ﾐゲﾉ;デｷﾗﾐぶく Iﾐ 
conclusion, not only throughout his performance, but also in his reactions, Böhmermann 
continuously oscillates between satire and pseudo-satire (or Quatsch).  
 
TｴW ;ﾏHｷｪ┌ｷデ┞ ﾗa BﾜｴﾏWヴﾏ;ﾐﾐげゲ さSchmähkritikざ is relatively exceptional. By contrast, in 
most media, it is clear whether or not they showcase the sustained moral seriousness 
required for satire. In the end, even ambiguous cases like spoof articles on The Onion or The 
Daily Mash can be classified with some degree of certainty as satire or pseudo-satire. 
Similarly, in the episode structure of Have I Got News for You, it is possible to assess where 
the satire ends and the fooling around begins. Nonetheless, the fact that media which 
overplay entertainment or are limp in their critique are not dissimilar to pseudo-satire, such 
as The Daily Show in its treatment of FIFA corruption, nonetheless signals an instability in 
デｴW ｪWﾐヴWげゲ ﾏﾗヴ;ﾉ ゲWヴｷﾗ┌ゲﾐWゲゲく “ｷﾏｷﾉ;ヴﾉ┞が ;ﾉデｴﾗ┌ｪｴ デｴW ;ﾏHｷｪ┌ｷデ┞ ﾗa BﾜｴﾏWヴﾏ;ﾐﾐげゲ 
さSchmähkritikざ is on the one hand exceptional, on the other hand, it highlights a 
fundamental tension in the genre between the purposes of critique and entertainment. 
Crucially, as I will elucidate in the next section, other critical representations which do not 
set out to entertain lack this definitive ambiguity and tension of satire. In this respect, satire 
is singularised as a genre because it is at once hailed for its truthful moral interventions, 
enjoyed for its aesthetic pleasures, but also regularly dismissed as frivolous pastime that 
cultivates cynicism. Satire distinguishes itself from other representations by balancing on a 
knife-edge between the moral concerns of critique and the pursuit of unexalted aesthetic 
pleasures in entertainment. 
 
7. ETHICS VS. AESTHETICS 
The reception of satire in scholarship has been ambiguous, with supporters and detractors 
disagreeing about the nature and significance of the genre. This ambiguity is the result of a 
fundamental tension between ethics and aesthetics in satire. On the one hand, supporters 
of satire have highlighted the ethical dimension of the genre. Many scholars have argued 
that commercially successful satire on American television contributes to a critical public 
sphere, builds communities, shapes civic identity and stimulates countercultural attitudes 
(Gray 2005, 94ff/169ff; Jones 2010, 211; McClennen 2011, 42ff/72ff; Day 2011, 13; Baym 
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2010, 5; Thompson 2010, 73-74). In particular, Peterson stresses that satire has moral and 
political value by ridiculing socio-political issues with emancipatory intent (2008, 13/23-25). 
Accordingly, satire distinguishes itself from pseudo-satire, which breeds cynicism and 
apathy. However, detractors of the genre disavow this distinction and argue that the 
aesthetic pursuit of entertainment in satire itself stimulates cynical indifference by 
cancelling moral seriousness and political efficacy. According to Julie Webber, commercially 
successful satire is but ;ﾐ さWヴゲ;デ┣ aﾗヴﾏ ﾗa ヮヴﾗｪヴWゲゲｷ┗W SWﾏﾗIヴ;デｷI ヮヴ;┝ｷゲざ ふヲヰヱンが ヱンンぶ. 
Similarly, Lisa CﾗﾉﾉWデデ; ケ┌Wゲデｷﾗﾐゲ ┘ｴWデｴWヴ デｴW さゲﾗIｷ;ﾉ ;ﾐS ヮﾗﾉｷデｷI;ﾉ ゲ;デｷヴW ﾗa デWﾉW┗ｷゲｷﾗﾐ ゲｴﾗ┘ゲ 
such as The Daily Show, The Colbert Report, and The Simpsons really [can] have any kind of 
WaaｷI;I┞ HW┞ﾗﾐS デｴ;デ ﾗa ﾏWヴW WﾐデWヴデ;ｷﾐﾏWﾐデいざ ふヲヰヰΓが ΒヵΓぶく I ┘ｷﾉﾉ ;ヴｪ┌W デｴ;デ デｴｷゲ ;ﾏHｷguity 
in the scholarly reception of satire is invited by its generic doubleness, oscillating between 
the moral concerns of critique and the pursuit of unexalted aesthetic pleasures in 
entertainment. I will explain that this specific tension between ethics and aesthetics 
singularises satire and distinguishes it from other critical representations which are 
straightforwardly serious. This inherent tension in satire complicates the value and 
significance of the genre and introduces challenges which demand further investigation.  
 
The tension between the moral concerns of critique and the unexalted aesthetic pleasures 
in entertainment is not restricted to the socio-historical context of commercial satire on 
contemporary American television. Niyi Akingbe discusseゲ ; ゲｷﾏｷﾉ;ヴ デWﾐゲｷﾗﾐ HWデ┘WWﾐ さデｴW 
ﾗaデWﾐ ﾗヮヮﾗゲWS SWﾏ;ﾐSゲ ﾗa ;ヴデ ;ﾐS IﾗﾏﾏｷデﾏWﾐデざ ﾗヴ さデｴW ヴWケ┌ｷヴWﾏWﾐデゲ ﾗa ;WゲデｴWデｷI 
ゲ;デｷゲa;Iデｷﾗﾐ ;ﾐS ゲﾗIｷ;ﾉ ヴWﾉW┗;ﾐIWざ ｷﾐ デｴW ゲ;デｷヴW ﾗa IﾗﾐデWﾏヮﾗヴ;ヴ┞ NｷｪWヴｷ;ﾐ ヮﾗWデゲ ふヲヰヱヴが ヶヵ-
66). Similarly, rooted in the work of Test (1991) and Griffin (1994), Marijke Meijer Drees 
and Ivo Nieuwenhuis discuss a さIﾗﾐaﾉｷIデざ between さゲ;デｷヴW ;ゲ ヮﾉ;┞ざ ;ﾐS さゲ;デｷヴW ;ゲ 
ヮヴﾗ┗ﾗI;デｷﾗﾐざ ｷﾐ ﾉ;デW-eighteenth century Dutch satire (2010, 203, my translation). Drees and 
NｷW┌┘Wﾐｴ┌ｷゲ ｴｷｪｴﾉｷｪｴデ さデｴW Sｷaa┌ゲW Hﾗ┌ﾐS;ヴ┞ HWデ┘WWﾐ ゲWヴｷﾗ┌ゲﾐWゲゲ ;ﾐS ;ﾏ┌ゲWﾏWﾐデざ ふヲヰヱヰが 
ヲヰヱが ﾏ┞ デヴ;ﾐゲﾉ;デｷﾗﾐぶ ;ﾐS ゲヮWIｷa┞ デｴ;デ さデｴW ｷSW; ﾗa ゲ;デｷヴW ;ゲ ヮﾉ;┞ SﾗWゲ ﾐﾗデ ヮヴWIﾉ┌SW ｷデゲ 
ゲWヴｷﾗ┌ゲﾐWゲゲが H┌デ ｷﾐデヴﾗS┌IWゲ ; デWﾐゲｷﾗﾐざ ふヲヰヱヰが ヲヰΑが ﾏ┞ デヴ;ﾐゲﾉ;デｷﾗﾐぶく Aﾉデｴﾗ┌ｪｴ デｴW┞ 
acknowledge that satire is context-specific, Drees and Nieuwenhuis nonetheless identify 
さデｴW デWﾐゲｷﾗﾐ HWデ┘WWﾐ ヮﾉ;┞ ;ﾐS ヮヴﾗ┗ﾗI;デｷﾗﾐざ ;ゲ ; ヴWI┌ヴヴｷﾐｪ ;ゲヮWIデ ﾗa ;ﾉﾉ ゲ;デｷヴW ふヲヰヱヰが ヲヱヲが 
my translation). Likewise, Matthew Hodgart argues that さデヴ┌W ゲ;デｷヴW SWﾏ;ﾐSゲ ; ｴｷｪｴ SWｪヴWW 
both of commitment to and involvement with the painful problems of the world and a high 
SWｪヴWW ﾗa ぷ;WゲデｴWデｷIへ ;Hゲデヴ;Iデｷﾗﾐ aヴﾗﾏ デｴW ┘ﾗヴﾉSざ ふヱΓヶΓが ヱヱぶく Hｷｪｴﾉｷｪｴデｷﾐｪ デｴ;デ デｴW ゲ;デｷヴｷゲデ 
さ┌ゲ┌;ﾉﾉ┞ ﾗaaWヴゲ ┌ゲ ; デヴ;┗Wゲデ┞ ﾗa デｴW ゲｷデ┌;デｷﾗﾐが ┘ｴｷIｴ ;デ ﾗﾐIW SｷヴWIデゲ ﾗ┌ヴ ;デデWﾐデｷﾗﾐ デﾗ ;Iデ┌;ﾉｷデ┞ 
72 
 
and permiデゲ ;ﾐ WゲI;ヮW aヴﾗﾏ ｷデざ ふヱΓヶΓが ヱヲぶが HﾗSｪ;ヴデ ゲデヴWゲゲWゲ デｴ;デ ゲ;デｷヴW さｪｷ┗Wゲ ┌ゲ Hﾗデｴ デｴW 
recognition of our responsibilities and the irresponsible joy of make-HWﾉｷW┗Wざ ﾗヴ デｴW さSWﾉｷｪｴデ 
;デ デｴW IヴW;デｷﾗﾐ ﾗa ; HW;┌デｷa┌ﾉﾉ┞ ;Hゲ┌ヴS aｷｪ┌ヴWざ ふヱΓヶΓが ヱヱぶく Tｴｷゲ ゲヮWIｷaｷI デWﾐゲｷon between 
ethics and aesthetics in satire distinguishes the genre from critical representations which 
are straightforwardly solemn, including other critical forms of art.  
 
The tension between ethics and aesthetics in satire does not only distinguish the genre 
from the frivolity of pseudo-satire or fooling around, which lacks the required moral 
seriousness to generate such a tension, but also from critical representations which are 
straightforwardly solemn and do not pursue aesthetic digressions. There is a consensus that 
the aesthetic pursuit of satirists to entertain sets them apart from other critical agents, 
including preachers, activists and philosophers (Harrington and Manji 2012, 9; Greenberg 
2011, 3-4; Nokes 1987, 18-19; Rudd 1986, 1; Hodgart 1969, 11; Sutherland 1958, 6). 
Nevertheless, sometimes these aesthetic concerns have been reframed as instrumental to 
the ethical purpose of critique. In his legitimis;デｷﾗﾐ ﾗa ゲ;デｷヴWが Hﾗヴ;IW ;ヴｪ┌WS デｴ;デ さぷｴへ┌ﾏﾗ┌ヴ 
decides great issues more forcefully and more effWIデｷ┗Wﾉ┞ デｴ;ﾐ ゲW┗Wヴｷデ┞ざ ふ1993 Satires I.10, 
15-ヱヶぶく Hﾗヴ;IWげゲ ｷﾐゲデヴ┌ﾏWﾐデ;ﾉ SWaWﾐIW ﾗa WﾐデWヴデ;ｷﾐﾏWﾐデ ｷﾐ ゲ;デｷヴW ┘;ゲ ヮ;ヴデｷI┌ﾉ;ヴﾉ┞ ｷﾐaﾉ┌Wﾐデｷ;ﾉ 
in the Augustan age (Elkin 19731 71-73) and still informs modern discussions (Pollard 1970, 
75; compare to Gray 2005, 104; McClennen 2012, 71ff; Jones 2010, 210). However, modern 
commentators of Horace have moderated his purported didacticism, for although he had 
moral concerns, his Satires also aspired to entertain for its own sake (Brown 1993, 11-12; 
Rudd 1979, 21). Similarly, while ゲﾗﾏWデｷﾏWゲ ;II┌ゲWS ﾗa ﾗ┗WヴゲデヴWゲゲｷﾐｪ ゲ;デｷヴWげゲ ﾏﾗヴ;ﾉ ヮ┌ヴヮﾗゲW 
(Griffin 1994, 14-24), John Dryden also valued the intrinsic delight of entertainment in 
satire. In his evaluation, Dryden professed to ultimately favour Juvenal over Horace, for 
while デｴW aﾗヴﾏWヴ さｷゲ デｴW ﾏﾗヴW Iﾗヮｷﾗ┌ゲ ;ﾐS ヮヴﾗaｷデ;HﾉW ｷﾐ ｴｷゲ ｷﾐゲデヴ┌Iデｷﾗﾐゲ ﾗa ｴ┌ﾏ;ﾐW ﾉｷaWざが デｴW 
ﾉ;デデWヴ さｷゲ デｴW ﾏﾗヴW SWﾉｷｪｴデa┌ﾉ ;┌デｴﾗヴざ aﾗヴ ｴW さｪｷ┗Wゲ ﾏW ;ゲ ﾏ┌Iｴ PﾉW;ゲ┌ヴW ;ゲ I I;ﾐ HW;ヴざ 
([1693] 1900, 81-84).  
 
IヴヴWゲヮWIデｷ┗W ﾗa デｴW ﾏWヴｷデ ﾗa Hﾗヴ;IWげゲ ゲ┌ｪｪWゲデｷﾗﾐ デｴ;デ aesthetic qualities associated with 
entertainment in satire can have cognitive value and accordingly contribute to the moral 
project of critique, which I will investigate in Chapter Three, the aesthetic value of 
entertainment in satire cannot simply be instrumentalised to the moral purpose of critique. 
Whatever Tucholsky may imply that we can derive from the arts beyond enjoyment, 
aesthetic delight is a purpose pursued for its own sake in satire and is not simply 
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instrumental to morality. As I argued above, the generic purpose of satire is therefore 
rightfully identified as critique and entertainment, not critique through entertainment. This 
equality between aesthetic and ethical concerns in satire differentiates the genre from 
critical practices which subjugate all other concerns to the aim of critique. In this respect, 
artists who do consider entertainment as wholly instrumental to critique do not create 
satire or ultimately move away from it. Concretely, as stand-up comedian Dick Gregory 
became increasingly involved as an activist in the civil rights movement, he left the showbiz 
of satire in favour of directly activist strategies such as hunger strikes and political rallies 
(Nachman 2003, 494-508). As an instrument to critique, Gregory found entertainment 
w;ﾐデｷﾐｪが ;ヴｪ┌ｷﾐｪ デｴ;デ さぷｴへ┌ﾏﾗヴ I;ﾐ ﾐﾗ ﾏﾗヴW aｷﾐS デｴW ゲﾗﾉ┌デｷﾗﾐ デﾗ ヴ;IW ヮヴﾗHﾉWﾏゲ デｴ;ﾐ ｷデ I;ﾐ 
I┌ヴW I;ﾐIWヴく WW SｷSﾐげデ ﾉ;┌ｪｴ HｷデﾉWヴ ﾗ┌デ ﾗa W┝ｷゲデWﾐIWざ ふquoted in Nachman 2003, 501). The 
デヴ;ﾃWIデﾗヴ┞ ﾗa GヴWｪﾗヴ┞げゲ I;ヴWWヴ ｷゲ ｷﾐSｷI;デｷ┗W ﾗa デｴW SｷゲデｷﾐIデｷﾗﾐ HWデ┘WWﾐ ゲ;デｷヴWが ┘ｴｷIｴ ﾐﾗデ ﾗﾐﾉ┞ 
critiques but also entertains, and practices which are solely concerned with critique. 
 
Similarly, the development of Stephanie McMilﾉ;ﾐげゲ ゲ┞ﾐSｷI;デWS IﾗﾏｷI Minimum Security 
highlights a distinction between satire and critical art which does not seek to entertain in its 
ﾗ┘ﾐ ヴｷｪｴデく Iﾐ デｴW HWｪｷﾐﾐｷﾐｪ ﾗa ｴWヴ I;ヴWWヴが MIMｷﾉﾉ;ﾐげゲ ｪヴ;ヮｴｷI ┘ﾗヴﾆ ┘;ゲ Iｴ;ヴ;IデWヴｷゲWS H┞ デｴW 
doubleness of critique and entertainment which singularises satire (fig.4). Accordingly, 
critics praised MIMｷﾉﾉ;ﾐげゲ IﾗﾏｷI ;ゲ さぷヴへ;┣ﾗヴ-sharp critique packaged as cute-kid-and-funny-
;ﾐｷﾏ;ﾉ I;ヴデﾗﾗﾐざ ふBﾗﾗﾆﾉｷゲデ Staff ヲヰヰΑぶ ;ﾐS さゲﾗIｷ;ﾉ ゲ;デｷヴW ;デ ｷデゲ ┘ｷデデｷWゲデ ;ﾐS ﾏﾗゲデ Wﾐｪ;ｪｷﾐｪざ 
(Zinn quoted in Seven Stories Staffヲヰヱンぶく O┗Wヴ デｴW ┞W;ヴゲが ｴﾗ┘W┗Wヴが ゲﾗﾏW ﾗa MIMｷﾉﾉ;ﾐげゲ 
work has ceased to be entertaining in its own right. This development culminated in a 
series of graphic work for a book entitled Capitalism Must Die! A Basic Introduction to 
Capitalism: What It Is, Why It Sucks, and How to Crush It (2014). Published by an 
independent Marxist entity (Idées Nouvelles Idées Prolétariennes), Capitalism Must Die! 
incorporates didactic diagrams and lengthy prose which lack the entertainment dimension 
essential to satire (fig. 5). McMillan has stressed that her graphic ┘ﾗヴﾆ ｷゲ ﾐﾗデ さ;ヴデ-for-arts-
ゲ;ﾆWざ H┌デ ｷﾐゲデW;S ｷﾐゲデヴ┌ﾏWﾐデ;ﾉ デﾗ さゲﾗIｷ;ﾉ Iｴ;ﾐｪWざ ふLWﾗﾐ;ヴS ヲヰヱヵぶく “ｴW W┝ヮﾉ;ｷﾐゲ デｴ;デ 
さIﾗﾉﾗ┌ヴa┌ﾉ ｪヴ;ヮｴｷIゲ ｴWﾉヮ Sヴ;┘ ヴW;SWヴゲ ｷﾐ デﾗ ｪｷ┗W ﾉﾗﾐｪWヴ デW┝デゲ ; Iｴ;ﾐIWが ┘ｴｷIｴ デｴW┞ otherwise 
ﾏｷｪｴデ ;┗ﾗｷS ;ゲ ヮﾗデWﾐデｷ;ﾉﾉ┞ Hﾗヴｷﾐｪざ ふLWﾗﾐ;ヴS ヲヰヱヵぶく CﾗﾐゲｷSWヴｷﾐｪ ;ヴデｷゲデｷI ヮヴ;IデｷIW W┝Iﾉ┌ゲｷ┗Wﾉ┞ 
;ゲ ; さデﾗﾗﾉざ ｷﾐ デｴW ゲWヴ┗ｷIW ﾗa ; M;ヴ┝ｷゲデ Iヴｷデｷケ┌Wが MIMｷﾉﾉ;ﾐげゲ ｪヴ;ヮｴｷI ┘ﾗヴﾆ ｴ;ゲ ｪヴ;S┌;ﾉﾉ┞ ﾏﾗ┗WS 
from a satirical combination of critique and entertainment to the straightforward 
didacticism of Capitalism Must Die! (Leonard 2015). Satire distinguishes itself from such 
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artistic practices exclusively in the service of critique because it also pursues entertainment 








Satire is distinct from other forms of critique, like activism and functional artwork, by its 
pursuit of aesthetic experiences in their own right. At the same time, some representations 
also critique and invite aesthetic appreciation, but are nonetheless distinct from satire. 
‘WaﾉWIデｷﾐｪ ﾗﾐ ゲ;デｷヴWげゲ ┗;ヴｷWデ┞ ｷﾐ デｴW IﾗﾐデW┝デ ﾗa ｴｷゲ Iﾉ┌ゲデWヴ ;IIﾗ┌ﾐデが CﾗﾐSヴWﾐ ┘ﾗﾐSWヴゲ さぷｷへa 
ぷOヴ┘Wﾉﾉげゲへ 1984 ｷゲ ゲ;デｷヴｷI;ﾉが ゲﾗ デﾗﾗ ﾏｷｪｴデ HW P;Hﾉﾗ PｷI;ゲゲﾗげゲ Guernicaざ ふヲヰヱヴが ヶヶヲぶく Hﾗ┘W┗Wヴが 
since satire by definition incorporates the purpose to entertain, it distinguishes itself from 
critical art like Guernica which does invite aesthetic appreciation, but not the unexalted 
pleasures of entertainment. As explained, while what constitutes entertainment varies in 
socio-historical contexts, at least since Plato, the concept fundamentally denotes a 
pleasurable digression in a context distinguished from the seriousness of ordinary affairs 
(Shusterman 2003, 294). Although satire does incorporate a serious dimension of critique, it 
distinguishes itself from other critical representations which invite aesthetic evaluation 
because it also integrates play, fun and enjoyment. Concretely, whereas reading 1984 is 
designed as an intense emotional experience, at the same time, it can also be appreciated 
as a pleasurable pastime. By contrast, especially in a museum context of fine art 
appreciation, the appropriate aesthetic appreciation of Guernica incorporates a solemnity 
that satire lacks. Specifically, Guernica is not designed to deliver the kind of unexalted 
pleasurable feelings intrinsic to entertainment. For this reason, as nobody would challenge, 
Guernica ｷゲ ﾐﾗデ WﾐデWヴデ;ｷﾐﾏWﾐデく “ｷﾏｷﾉ;ヴﾉ┞が ┘ｴｷﾉW Jｷﾏｷ HWﾐSヴｷ┝げゲ ゲ;デｷヴｷI;ﾉ さThe Star-Spangled 
B;ﾐﾐWヴざ ;デ WﾗﾗSゲデﾗIﾆ ｷゲ ;ゲ ｴﾗヴヴｷaｷI ; ヴWヮヴWゲWﾐデ;デｷﾗﾐ ﾗa ┘;ヴ ;ゲ Guernica, it also invites the 
kind of unexalted pleasures of a rock performance which are alien to the aesthetic 
W┗;ﾉ┌;デｷﾗﾐ ﾗa PｷI;ゲゲﾗげゲ ヮ;ｷﾐデｷﾐｪく HWﾐSヴｷ┝げゲ ゲ;デｷヴW ﾗa デｴW VｷWデﾐ;ﾏ ﾏ;┞ HW Wﾏﾗデｷﾗﾐ;ﾉﾉ┞ 
ｷﾐデWﾐゲWが H┌デが ヮヴWゲWﾐデWS HWデ┘WWﾐ デｴW ｴｷデ ゲｷﾐｪﾉWゲ さVﾗﾗSﾗﾗ CｴｷﾉS ふ“ﾉｷｪｴデ ‘Wデ┌ヴﾐぶざ (1968) and 
さP┌ヴヮﾉW H;┣Wざ (1967), is also designed as entertainment.  
 
Another intriguing example of critical representations which invite aesthetic evaluation but 
are not satirical are most films in the tradition of British social realism. T;ﾆW KWﾐ Lﾗ;Iｴげゲ I, 
Daniel Blake (2016), a bitter critique of the British welfare system. Interestingly, the lead 
actor Dave Johns is also a stand-up comedian and the film does have moments of absurd 
humour. However, despite (darkly) comic moments, I, Daniel Blake is a different kind of film 
デｴ;ﾐが ゲ;┞が K┌HヴｷIﾆげゲ Dr. Strangelove ふヱΓヶヴぶく Wｴ;デW┗Wヴ IﾗﾏｷI ﾏﾗﾏWﾐデゲ Lﾗ;Iｴげゲ aｷﾉﾏ ﾏ;┞ 
have, they are not pursued as entertainment for its own sake. Rather, any entertaining 
features in I, Daniel Blake are strictly instrumental to an artistic project which solicits 
bemused reflection, if not desperation, instead of pleasurable diversion. In other words, if 
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you were to leave the cinema after having seen I, Daniel Blake and say you had been 
properly entertained, you would have fundamentally misjudged the intentional design of 
the film. By contrast, if you were not entertained after seeing Dr. Strangelove, either the 
film failed in its intent to deliver a certain aesthetic experiences, or you misunderstood the 
work (probably the latter). Similarly, many political cartoons are not satire because they 
invite tears more than easy enjoymentく T;ﾆW Kｴ;ﾉｷS AﾉH;ｷｴげゲ さWﾗヴﾉSゲざ, about the European 
migrant crisis, which invites aesthetic appreciation in virtue of its minimalist composition, 
but is not entertaining (fig. 6).  
 
Figure 6 
Similarly, critical art with a propagandistic or pamphletistic purpose may invite aesthetic 
appreciation, without pursuing the unexalted pleasures of entertainment. Whereas Cristy 
C. Ro;Sげゲ poster Protect Trans Lives is beautiful in its own right, especially printed in a large 
format, the aesthetic delight it delivers does not constitute entertainment (fig.7). Rather, 
デｴW ゲ┞ﾏﾏWデヴｷI;ﾉ Iﾗﾏヮﾗゲｷデｷﾗﾐ ﾗa ‘ﾗ;Sげゲ ヮﾗゲデWヴ ｷゲ SWゲｷｪﾐWS デﾗ ;aaﾗヴS ゲWヴenity, rather than 
entertainment, while the vibrancy of its colour scheme does not divert attention away from 






In conclusion, the kind of unexalted aesthetic pleasures invited by satire in a context of 
playful digression distinguish the genre from critical representations that also solicit 
aesthetic appreciation but are nonetheless much more straightforwardly serious or solemn. 
Contrary to satire, such critical representations lack the defining tension between the 
exalted moral purpose of critique and the aesthetic pursuit of unexalted pleasures 
associated with entertainment. Crucially, this specific tension between ethics and 
aesthetics singularises satire as a genre by problematizing its social and political value more 
so than in the case of other representations. Margaret Atwood highlights this fundamental 
tension in the reception of her satirical novel TｴW H;ﾐSﾏ;ｷSげゲ T;ﾉWく Atwood explains that 
さぷヴへW┗WﾉﾉWヴゲ SヴWゲゲ ┌ヮ ;ゲ H;ﾐSﾏ;ｷSゲ ﾗﾐ H;ﾉﾉﾗ┘WげWﾐ ;ﾐS ;ﾉゲﾗ aﾗヴ ヮヴﾗデWゲデ ﾏ;ヴIｴWゲ に these two 
uses of its costumes mirroring its doubleness. Is it entertainment or dire political prophecy? 
C;ﾐ ｷデ HW Hﾗデｴいざ ふヲヰヱヲぶく “;デｷヴW ｷゲ SｷゲデｷﾐIデ aヴﾗﾏ ﾗデｴWヴ IヴｷデｷI;ﾉ ヴWヮヴWゲentations which invite 
aesthetic appreciation because such confusion about the social and political value of, say, a 
KWﾐ Lﾗ;Iｴ aｷﾉﾏ ﾗヴ PｷI;ゲゲﾗげゲ Guernica is unlikely to be equally pressing. In other words, there 
is something particular about the combination between critique and entertainment which 




Aゲ Aデ┘ﾗﾗSげゲ Sﾗ┌Hデ ;Hﾗ┌デ デｴW a┌ﾐIデｷﾗﾐ ﾗa TｴW H;ﾐSﾏ;ｷSげゲ Tale indicates, satirists are often 
the first to problematisW デｴW ｪWﾐヴWげゲ ┗;ﾉ┌W ;ゲ Iヴｷデｷケ┌Wく M┌Iｴ ﾏﾗヴW ヮWゲゲｷﾏｷゲデｷI;ﾉﾉ┞ デｴ;ﾐ 
Atwood, Tom Lehrer (who wrote popular satirical songs during the 1960s) evokes a cynical 
さPWデWヴ Cﾗﾗﾆが ┘ｴﾗが ｷﾐ aﾗ┌ﾐSｷﾐｪ デｴW Eゲデ;Hﾉｷゲｴment Club in 1961, said it was to be a satirical 
┗Wﾐ┌W ﾏﾗSWﾉﾉWS ﾗﾐ けデｴﾗゲW ┘ﾗﾐSWヴa┌ﾉ BWヴﾉｷﾐ I;H;ヴWデゲ ┘ｴｷIｴ SｷS ゲﾗ ﾏ┌Iｴ デﾗ ゲデﾗヮ デｴW ヴｷゲW ﾗa 
HｷデﾉWヴ ;ﾐS ヮヴW┗Wﾐデ デｴW ﾗ┌デHヴW;ﾆ ﾗa デｴW “WIﾗﾐS WﾗヴﾉS W;ヴげざ ふThompson 2003). Lehrer 
IﾗﾐデWﾐSゲ デｴ;デ さ;┌SｷWﾐIWゲ ﾉｷﾆW デﾗ デｴｷnk that satire is doing something. But, in fact, it is 
mostly to leave themselves satisfied. Satisfied rather than angry, which is what they should 
HWざ ふThompson 2003). Irrespective of whether Lehrer is right about the cynicism inherent 
to satire, his comment highlights a specific tension between ethics and aesthetics in the 
genre which other representations lack. Although the cartoons of Khalid Albaih or Cristy C. 
‘ﾗ;Sげゲ ヮﾗゲデWヴ So invite aesthetic appreciation, accusations of cynicism on these grounds 
would nonetheless be odd. By contrast, in the case of satire, because of its definitive 
combination of critique and entertainment, it does makes sense to at least consider this 
problem. Take South Park. Although some would defend the critical value of the series, 
including myself, others have argued that its at times puerile entertainment cancels out any 
seriousness as critique or is indicative of the moral indifference it promotes (Frim 2014; 
Groening 2008). Even though I do not agree that South Park is on the whole cynical, I can 
nonetheless understand why someone would have such suspicions, whereas I would find it 
much more puzzling if someone were to say that Guernica or I, Daniel Blake manifests 
cynicism. In this respect, defining satire as a genre with the purpose to critique and 
entertain elucidates why it commonly has such an ambiguous status, lauded as a moral 
intervention by supporters and dismissed as a cynical distraction by detractors.  
 
As indicated, satirists themselves are often quick to pragmatically downplay the critical 
significance of the genre. Appearing on the news show Crossfire (CNN, 1982-2005) in 2004, 
Jon Stewart disavowed suggestions that he was anything more than a comedian on Comedy 
CWﾐデヴ;ﾉが ┘ｴﾗゲW ゲｴﾗ┘ aﾗﾉﾉﾗ┘ゲ さヮ┌ヮヮWデゲ ﾏ;ﾆｷﾐｪ Iヴ;ﾐﾆ I;ﾉﾉゲざ ふさJﾗﾐ “デW┘;ヴデ ﾗﾐ CヴﾗゲゲaｷヴWざぶ. 
Stewart argued that The Daily Show was in the same league as the sitcom Seinfeld (NBC, 
1989-ヱΓΓΒぶが ﾗﾐﾉ┞ ｷデ ┘;ゲ ﾐﾗデ ;ゲ ｪﾗﾗSく YW;ヴゲ ﾉ;デWヴが “ﾗヮｴｷ; MICﾉWﾐﾐWﾐ ゲｷデ┌;デWS “デW┘;ヴデげゲ 
disavowal in a long tradition of satirists who downplay the significance of their satire, 
W┝ヮﾉ;ｷﾐｷﾐｪ デｴ;デ さぷ;へﾉﾉ ヮﾗﾉｷデｷI;ﾉ ゲ;デｷヴｷゲデゲ ﾏ;ﾆW ; ヮﾗｷﾐデ ﾗa ｷﾐゲｷゲデｷﾐｪ デｴ;デ デｴW┞ ゲｴﾗ┌ﾉS ﾐﾗデ HW ; 
ゲﾗ┌ヴIW ﾗa ﾆﾐﾗ┘ﾉWSｪWき デｴW┞ ;ヴW ﾃ┌ゲデ WﾐデWヴデ;ｷﾐWヴゲざ ふヲヰヱヶぶく MICﾉWﾐﾐWﾐ IﾗﾐゲｷSWヴゲ ゲ┌Iｴ 
disavowals as pragmatic, but ultimately insincere. According to McClennen, Jon Stewart 
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SﾗWゲ SW┗Wﾉﾗヮ さデｴW ゲﾗヴデ ﾗa ゲ;デｷヴW デｴ;デ ゲヮW;ﾆゲ デヴ┌デｴ デﾗ ヮﾗ┘Wヴざ ;ﾐS ゲｴW ゲｷﾏｷﾉ;ヴﾉ┞ ヴWaWヴゲ デﾗ さデｴW 
ヮﾗﾉｷデｷI;ﾉﾉ┞ ヮﾗ┘Wヴa┌ﾉ ゲ;デｷヴW ﾗa Jﾗｴﾐ Oﾉｷ┗Wヴざ ふヲヰヱヵぶく IﾐSWWSが SWゲヮｷデW ｴｷゲ Sｷゲ;┗ﾗ┘;ﾉゲ ﾗa ﾏﾗヴ;ﾉ 
intent on Crossfire, Stewart was berating the partisan journalistic practices of hosts Paul 
BWｪ;ﾉ; ;ﾐS T┌IﾆWヴ C;ヴﾉゲﾗﾐが ;ゲﾆｷﾐｪ デｴWﾏ デﾗ ゲデﾗヮ さｴ┌ヴデｷﾐｪ AﾏWヴｷI;くざ ふA ヮﾉW; デｴ;デ ゲWWﾏゲ ｴ;┗W 
had some effect, for a year later, the show was cancelled.) By contrast, McClennen signals 
that Trevor Noah, who succeeded Stewart as host of The Daily Show in 2015, develops 
IﾗﾏWS┞ ┘ｴｷIｴ ｷゲ さﾏﾗヴW ﾏﾗIﾆWヴ┞ デｴ;ﾐ ゲ;デｷヴWざ ふヲヰヱヵぶく MICﾉWﾐﾐWﾐ ゲヮWIｷaｷWゲ デｴ;デ The Daily 
Show with Trevor Noah (Comedy Central, 2015-ヮヴWゲくぶ SW┗Wﾉﾗヮゲ さデｴW ゲﾗヴデ ﾗa IﾗﾏWS┞ デｴ;デ 
turns ヮWﾗヮﾉW ﾗaa WﾐデｷヴWﾉ┞ aヴﾗﾏ ヮﾗﾉｷデｷIゲ ヴ;デｴWヴ デｴ;ﾐ WﾐIﾗ┌ヴ;ｪｷﾐｪ デｴWﾏ デﾗ Wﾐｪ;ｪWざ ふヲヰヱヵぶく Aゲ I 
ｴ;┗W ;ヴｪ┌WSが I ;ｪヴWW デｴ;デ デｴW SｷゲデｷﾐIデｷﾗﾐ HWデ┘WWﾐ “デW┘;ヴデげゲ ゲ;デｷヴW ;ﾐS Nﾗ;ｴげゲ ヮゲW┌Sﾗ-satire 
ｷゲ さ; SｷaaWヴWﾐIW ┘ｷデｴ ヮﾗﾉｷデｷI;ﾉ ゲｷｪﾐｷaｷI;ﾐIWざ ふMICﾉWﾐﾐWﾐ ヲヰヱヵぶく NW┗WヴデｴWﾉWゲゲ, the tension 
between critique and entertainment highlighted by my definition does signal that the value 
;ﾐS ゲｷｪﾐｷaｷI;ﾐIW ﾗa ゲ;デｷヴWげゲ IヴｷデｷI;ﾉ a┌ﾐIデｷﾗﾐ ヴWケ┌ｷヴWゲ a┌ヴデｴWヴ ｷﾐ┗Wゲデｷｪ;デｷﾗﾐく  
 
Although not everybody is convinced (Webber 2013; Colletta 2009), the majority of recent 
scholarship about commercially successful satire on American television has in some way 
praised its value and significance as critique (Day 2011; Baym 2010; Jones 2010; Gray, Jones 
Thompson 2009; Peterson 2008; Gray 2005). In part, the definition I have developed in this 
chapter serves to theoretically support such appraisals, by highlighting critique as a 
necessary condition of satire (and therefore identifying good critique as a necessary 
condition for good satire). However, although I also defend that satire can have value and 
significance as critique, many important questions have remained unanswered in order to 
substantiate this appraisal. The idea that satire is a form of critique on a moral mission to 
reveal truth requires substantial philosophical investigation. For one, anxieties in the wake 
of postmodernism have problematised truth, especially in the moral domain. Moreover, 
suppose representations can teach moral truths, does it follow that fictional 
representations like satire can do so as well? Further, granted that critique and 
entertainment are not incompatible, the function of entertainment in satire is not simply 
instrumental to critique, as I have argued. So what value does entertainment for 
WﾐデWヴデ;ｷﾐﾏWﾐデげゲ ゲ;ﾆW ｴ;┗W ｷﾐ ゲ;デｷre? Additionally, the pursuit of entertainment for its own 
sake in satire does problematise its critical function in the sense that at least some 
resources of satirists and audiences are directed away from critical activism towards 
unexalted aesthetic digressions. In this respect, the examples of Stephanie McMillan and 
Dick Gregory suggest that artists who are fully committed to critique ultimately tend to 
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outgrow satire. For this reason, detractors of the genre, inducing satirists like Tom Lehrer, 
are suspｷIｷﾗ┌ゲ デｴ;デ ゲ;デｷヴWげゲ ヮ┌ヴゲ┌ｷデ ﾗa WﾐデWヴデ;ｷﾐﾏWﾐデ I;ﾐIWﾉゲ ;ﾐ┞ ┗;ﾉ┌W ｷデ ﾏ;┞ ｴ;┗W ;ゲ 
critique and ultimately makes the genre cynical.  
 
In the rest of this thesis, I set out to address these fundamental questions about the nature, 
function and significance of satire. Pace detractors, I will dismiss that satire is necessarily 
cynical, because good satire can make moderate but nonetheless significant cognitive 
contributions to a moral project of critique. At the same time, I will also challenge what I 
consider to bW ﾗ┗WヴWゲデｷﾏ;デｷﾗﾐゲ ﾗa ゲ;デｷヴWげゲ IヴｷデｷI;ﾉ a┌ﾐIデｷﾗﾐ H┞ ゲﾗﾏW ゲ┌ヮヮﾗヴデWヴゲが WゲヮWIｷ;ﾉﾉ┞ ﾗa 
its political impact. Although satire sets out to critique, I agree with Jon Stewart when he 
ゲ;┞ゲが さｷa ｷデげゲ ヮ┌ヴヮﾗゲW ┘;ゲ ゲﾗIｷ;ﾉ Iｴ;ﾐｪWが ┘WげヴW ﾐﾗデ ヮｷIﾆｷﾐｪ ; ┗Wヴ┞ WaaWIデｷ┗W ;┗Wﾐ┌Wざ ふFWデデｷゲ 
2015). Stewart may have had a hand in Crossfireげゲ I;ﾐIWﾉﾉ;デｷﾗﾐが H┌デ ｴｷゲ ゲ;デｷヴW ﾗa ﾃﾗ┌ヴﾐ;ﾉｷゲデｷI 
standards in the US over the years has not prevented the current media malaise of post-
truth politics. Similarly, Johﾐ Oﾉｷ┗Wヴげゲ ﾗヴ “;ﾏ;ﾐデｴ; BWWげゲ ゲ;デire did little to prevent Trump 
from getting to the White House. Nevertheless, these critical limits of satire are not 
necessarily a defect. Instead, I will argue that satire has value and significance partly 
because it highlights the emancipatory limits of critique. Good satire acknowledges that 
W┗Wﾐ ┌ﾐHヴｷSﾉWS Iヴｷデｷケ┌W I;ﾐﾐﾗデ ┘ｴﾗﾉﾉ┞ Wﾏ;ﾐIｷヮ;デW デｴW ┘ﾗヴﾉS ;ﾐS ヮ;ヴデ ﾗa デｴW ｪWﾐヴWげゲ ┗;ﾉ┌W 
and significance is that it develops coping strategies through entertainment in response. In 
this respect, Stewart suggests tｴ;デ さぷｷへﾐ ゲﾗﾏW ヴWゲヮWIデゲが デｴW ヴW;ﾉ ﾗ┌デIﾗﾏW ﾗa ゲ;デｷヴW ｷゲ 
typically catharsis に ;ﾐS ┘ｴWデｴWヴ デｴ;デげゲ ヮﾗゲｷデｷ┗W ﾗヴ ﾐWｪ;デｷ┗W I Sﾗﾐげデ ﾆﾐﾗ┘ざ ふFWデデｷゲ ヲヰヱヵぶく 
Although Stewart adds that ｴW ﾏW;ﾐゲ さI;デｴ;ヴゲｷゲ aﾗヴ ﾏWが ;ゲ a;ヴ ;ゲ デｴW ;┌SｷWﾐIW ｪﾗWゲが I ｴ;┗W 
ﾐﾗ ｷSW;ざ ふFWデデｷゲ ヲヰヱヵぶが IヴｷデｷIゲ ｴ;┗W ゲｷﾏｷﾉ;ヴﾉ┞ ;Iﾆﾐﾗ┘ﾉWSｪWS ｴｷゲ ヴﾗﾉW ;ゲ さWケ┌;ﾉ ヮ;ヴデゲ ﾐW┘ゲ 
;ﾐIｴﾗヴ ;ﾐS デｴWヴ;ヮｷゲデ aﾗヴ ﾉｷHWヴ;ﾉゲ ﾗa ; IWヴデ;ｷﾐ ヮWヴゲ┌;ゲｷﾗﾐざ ふ“┌ｪ;ヴﾏ;ﾐ ヲヰヱヶぶく AIIﾗヴSｷﾐｪﾉ┞が ｷﾐ 
my thesis, I will not only philosophically investigate how satire can have cognitive value in a 
moral project of critique, but also how it can have a therapeutic value in dealing with the 
limits of critique. 
 
Iﾐ ﾗヴSWヴ デﾗ Iﾉ;ヴｷa┞ デｴWゲW a┌ﾐS;ﾏWﾐデ;ﾉが ｪWﾐWヴ;ﾉ ;ﾐS ;Hゲデヴ;Iデ ｷゲゲ┌Wゲ ;Hﾗ┌デ ゲ;デｷヴWげゲ ﾐ;デ┌ヴWが 
function and significance, I will introduce a philosophical methodology. To start, I will 
develop a meta-WデｴｷI;ﾉ ｷﾐ┗Wゲデｷｪ;デｷﾗﾐ デﾗ ゲ;aWｪ┌;ヴS ゲ;デｷヴWげゲ a┌ﾐIデｷﾗﾐ ;ゲ Iヴｷデｷケ┌W H┞ 
normalising truth in the domain of ethics. Further, I will engage with recent debates in 
aesthetics about the cognitive function of n;ヴヴ;デｷ┗W aｷIデｷﾗﾐ デﾗ ｷﾐ┗Wゲデｷｪ;デW ゲ;デｷヴWげゲ Iﾗｪﾐｷデｷ┗W 
value as critique compared to epistemic best practices in philosophy or journalism. At the 
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same time, my meta-ethical investigation will also highlight the limits of critique, for 
unbridled critique is not only unlikely to wholly emancipate the world, but is psychologically 
destructive. In response, I will make it philosophically plausible that satire has therapeutic 
value to cope with the limits of critique because it entertains. Specifically, I will analyse how 
satirists often cultivate humorous and ironic strategies which are designed negotiate a 
psychologically traumatic gap between the demands of critique and its limits. This 
investigation will not only be grounded in philosophical methodologies, but also framed in 
relation to philosophy. Although satire is not philosophy, I argue it can complement 
philosophy in interesting ways. As explained before, the common comparisons between 
satire and philosophy rightfully situate the two in the same existential ballpark, although 
they play ball differently. Concretely, I will frame the significance of the definitive tension 
between critique and entertainment in satire as corresponding to a fundamental conflict in 
ethical life between the care for others and the care of self. Albeit philosophy highlights this 
conflict, it cannot resolve it. Although satire does not resolve it either, I will argue it 
nonetheless stands to complement philosophy as a therapy to cope with its existential 
limits.  
 
My investigation will highlight that the nature, function and significance of satire should be 
situated in an existential framework. In this respect, Matthew Hodgart frames satire against 
a bleak existential background (1969). According to Hodgart,  
   
[t]here would not seem to be any conceivable future less problematical than the 
troubled past, less full of absurdities than the nightmare of history. There are many 
┘;┞ゲ ﾗa ﾉﾗﾗﾆｷﾐｪ ;デ デｴｷゲ ﾉｷaWが ;ﾐS ゲ;デｷヴWげゲ ｷゲ ﾗﾐW ﾗa デｴWﾏく Tﾗ ヴWゲヮﾗﾐS デﾗ デｴW ┘ﾗヴﾉS ┘ｷデｴ ; 
mixture of laughter and indignation is not perhaps the noblest way, nor the most 
likely to lead to good works of art; but it is the way of satire (1969, 10). 
Aﾉデｴﾗ┌ｪｴ I Sﾗ ﾐﾗデ ┘ｴﾗﾉﾉ┞ ;ｪヴWW ┘ｷデｴ HﾗSｪ;ヴデげゲ ;ゲゲWゲゲﾏWﾐデ ﾗa ゲ;デｷヴWが ｷデ ﾐﾗﾐWデｴWﾉWゲゲ ヮﾗｷﾐデゲ ｷﾐ 
the right direction. Satire need not necessarily be humorous, but does it does mix the 
respite of entertainment with the indignation of critique. Accordingly, Hodgart mentions 
デｴW さ;WゲデｴWデｷI aW;デ┌ヴWゲ ┘ｴｷIｴ I;ﾐ I;┌ゲW ヮ┌ヴW ヮﾉW;ゲ┌ヴW ｷﾐ デｴW ゲヮWIデ;デﾗヴざ ;ゲ さデｴW ﾏW;ﾐゲ H┞ 
which the painful iss┌Wゲ ﾗa ヴW;ﾉ ﾉｷaW ;ヴW デヴ;ﾐゲﾏ┌デWSざ ふヱΓヶΓが ヱヱ-12). Irrespective of whether 
this satirical approach to cope with the absurdities life can claim any nobility, or 
predisposes the genre to be less good qua art (which I think it does not), I dismiss that it 
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necess;ヴｷﾉ┞ ﾏ;ﾆWゲ ゲ;デｷヴW I┞ﾐｷI;ﾉく B┞ Iﾗﾐデヴ;ゲデが ｷﾐ デｴｷゲ デｴWゲｷゲが I ┘ｷﾉﾉ ;ヴｪ┌W デｴ;デ ゲ;デｷヴWげゲ 
definitive combination of critique and entertainment is a therapeutically mature response 
to the absurd gap between critique and its limits, which is central to moral life.  
 
8. CONCLUSION 
In this chapter, I have defined satire as a genre which has since Roman times guided 
interpretation and evaluation of works on the grounds of their purpose to critique and 
entertain. This proposal has introduced a conception of genre which captures the protean 
variety of satire without appealing to vaguer alternatives, specifically mode and spirit. 
Further, my definition has challenged the scholarly consensus that satire can only be 
characterised by a cluster of non-essential family resemblances. The problem with a cluster 
account is that it obscures the nature, function and significance of the genre. Specifically, a 
cluster account supports undue comparisons between satire and frivolous fooling around 
or gratuitous shock humour, sometimes in the service of justifying downright nasty jokes. 
AIIﾗヴSｷﾐｪﾉ┞が H┞ ┌ﾐS┌ﾉ┞ ;Iﾆﾐﾗ┘ﾉWSｪｷﾐｪ デｴW ｪWﾐヴWげゲ WゲゲWﾐデｷ;ﾉ moral function as critique, a 
Iﾉ┌ゲデWヴ ;IIﾗ┌ﾐデ ゲ┌ゲデ;ｷﾐゲ ; ヮヴﾗHﾉWﾏ;デｷI ;ﾏHｷｪ┌ｷデ┞ ;ヴﾗ┌ﾐS デｴW ﾉ;HWﾉ けゲ;デｷヴWげ ｷﾐ ｷﾐデWヴﾐ;デｷﾗﾐ;ﾉ 
media contexts and public discussions. At the same time, my definition distinguishes satire 
from critical representations which are straightforwardly solemn. As opposed to other 
critical art, satire pursues the unexalted aesthetic pleasures associated with entertainment. 
This combination of critique and entertainment makes the genre more suspicious than 
other critical art. Concretely, despite its aesthetic function, nobody is concerned about the 
value of Guernica as critique, but the critical function of a satire like South Park is not 
similarly unproblematic. Crucially, my definition roots this ambiguity of satire in the 
doubleness of its definitive purpose, as it oscillates between seriousness and diversion, 
whereas a cluster account gives the mistaken impression that satire is determined by a 
varied set of features which share no essential connection. For this reason, a definition of 
satire matters, because it highlights the fundamental tension which makes satire so 
intriguing, if vexed. Accordingly, my definition outlines pathways for further investigation 
























CHAPTER TWO: ENTERTAINMENT AND THE LIMITS OF CRITIQUE 
1. INTRODUCTION 
In this chapter, I develop a philosophical framework to ground my investigation into the 
value and significance of satire. Previously, I have defined satire as a genre with the 
purpose to critique and entertain. This definition highlighted a fundamental tension 
between the exalted moral concerns of critique and the pursuit of unexalted aesthetic 
pleasures. Crucially, this tension makes the value of satire ambiguous. In what follows, I will 
introduce arguments by detractors of the genre who dismiss the value of satire on the 
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grounds that its aesthetic pursuit to entertain precludes any meaningful ethical value as 
Iヴｷデｷケ┌Wく Iﾐ ヴWゲヮﾗﾐゲWが ゲ┌ヮヮﾗヴデWヴゲ ﾗa ゲ;デｷヴW ｴ;┗W ﾗaデWﾐ ｷﾐゲデヴ┌ﾏWﾐデ;ﾉｷゲWS デｴW ｪWﾐヴWげゲ function 
as entertainment to critique. In doing so, they have coﾏﾏﾗﾐﾉ┞ ┌ヮS;デWS Hﾗヴ;IWげゲ SWaWﾐIW ﾗa 
ゲ;デｷヴW デｴ;デ さぷｴへ┌ﾏﾗ┌ヴ SWIｷSWゲ ｪヴW;デ ｷゲゲ┌Wゲ ﾏﾗヴW aﾗヴIWa┌ﾉﾉ┞ ;ﾐS ﾏﾗヴW WaaWIデｷ┗Wﾉ┞ デｴ;ﾐ 
ゲW┗Wヴｷデ┞ざ ふ1993 Satires I.10, 15-16). However, it proves particularly difficult to substantiate 
the claim that satire is more effective as critique because it entertains. Since the political 
impact of satire is at best moderate, I suggest that its value lies elsewhere. Specifically, 
although I do not deny that entertainment can contribute to critique in satire, I will identify 
ゲ;デｷヴWげゲ ヮ┌ヴsuit of unexalted aesthetic pleasures as a therapy to cope with the limits of 
critique. This argument will not only question the common assumption that critique in 
satire is more important than entertainment, but the underlying assumption that ethical 
concerns generally trump aesthetic ones.    
M┞ ヴW┗;ﾉ┌;デｷﾗﾐ ﾗa ゲ;デｷヴWげゲ ヮ┌ヴヮﾗゲW デﾗ WﾐデWヴデ;ｷﾐ ｷﾐ ヴWﾉ;デｷﾗﾐ デﾗ Iヴｷデｷケ┌W ┘ｷﾉﾉ HW ヴﾗﾗデWS ｷﾐ ; 
broadly Humean framework. Specifically, I will reassess common claims by supporters of 
satire about the moral value of the genre as critique by introducing a meta-ethical 
framework developed by Simon Blackburn (1998)が ヴﾗﾗデWS ｷﾐ H┌ﾏWげゲ ゲWﾐデｷﾏWﾐデ;ﾉｷゲﾏく Tｴｷゲ 
meta-ethical investigation serves to redress anxieties about truth and goodness in debates 
about satire, common in the wake of postmodernism. If unaddressed, these anxieties risk 
┘ｴﾗﾉﾉ┞ ┌ﾐSWヴﾏｷﾐｷﾐｪ SWaWﾐIWゲ ﾗa ゲ;デｷヴWげゲ ┗;ﾉ┌W ;ゲ Iヴｷデｷケ┌Wく Aデ デｴW ゲ;ﾏW デｷﾏWが SWデヴ;Iデﾗヴゲ ﾗa 
the genre have often misconstrued satire by arguing it cultivates a postmodern relativism 
about truth and ethics. I will attenuate such postmodern anxieties by revealing talk of truth 
as fairly unproblematic, even in the domain of ethics. However, my investigation will 
introduce another, more substantial, anxiety about truth. While critical truthfulness reveals 
the horrors of the world, it cannot wholly resolve them. This absurd gap between the need 
for critique and its limits is psychologically traumatic. In this respect, I will argue that 
ゲ;デｷヴWげゲ ヮ┌ヴヮﾗゲW デﾗ WﾐデWヴデ;ｷﾐ デｴWヴ;ヮW┌デｷI;ﾉﾉ┞ ;H;デWゲ ｷデゲ ヮ┌ヴヮﾗゲW デﾗ Iヴｷデｷケ┌e. I will develop 
デｴｷゲ デｴWヴ;ヮW┌デｷI SｷﾏWﾐゲｷﾗﾐ ﾗa WﾐデWヴデ;ｷﾐﾏWﾐデ ｷﾐ ゲ;デｷヴW ｷﾐ ヴWﾉ;デｷﾗﾐ デﾗ H┌ﾏWげゲ IﾗﾏﾏWﾐデゲ 
about dispelling philosophical melancholy through engrossment in avocations. I will argue 
that because of their self-justifying or autotelic nature, the unexalted aesthetic pleasures of 
entertainment in satire stimulate a life-affirming engrossment which soothes existential 
despair in face of the limits of critique. Ultimately, my investigation will frame the 
;ﾏHｷｪ┌ﾗ┌ゲ デWﾐゲｷﾗﾐ HWデ┘WWﾐ ゲ;デｷヴWげゲ ヮ┌ヴヮﾗゲWs to critique and entertain as corresponding to 
a fundamental conflict in moral life between the care of self and the care for others. 
85 
 
2. ETHICS VS. AESTHETICS 
An excellent example to elucidate the ambiguous tension between critique and 
entertainment in satire is Jｷﾏｷ HWﾐSヴｷ┝げゲ ｷIﾗﾐｷI ヮWヴaﾗヴﾏ;ﾐIW ﾗa さTｴW “デ;ヴ-“ヮ;ﾐｪﾉWS B;ﾐﾐWヴざ 
at Woodstock (1969). This satirical rendition of the American national anthem had become 
ヮ;ヴデ ﾗa HWﾐSヴｷ┝げゲ ﾉｷ┗W ヴWヮWヴデﾗｷヴW ;ゲ ; ヮヴﾗデWゲデ デﾗ デｴW VｷWデﾐ;ﾏ W;ヴく M┌ゲｷI;ﾉﾉ┞ Sｷゲデﾗヴデｷﾐｪ デｴW 
tunes and aゲゲﾗIｷ;デWS ﾉ┞ヴｷIゲ ﾗa さTｴW “デ;ヴ-“ヮ;ﾐｪﾉWS B;ﾐﾐWヴざ (1814)が HWﾐSヴｷ┝げゲ ゲ;デｷヴW W┝ヮﾗゲWゲ 
how American patriotism has been mutilated by warmongering. His guitar solo ironically 
IﾗﾏﾏWﾐデゲ ﾗﾐ デｴW ;ﾐデｴWﾏげゲ aｷヴゲデ ゲデ;ﾐ┣;が ┘ｴｷIｴ ヴWIﾗ┌ﾐデゲ ｴﾗ┘ デｴW AﾏWヴｷI;ﾐ aﾉ;ｪ ;デ Fﾗヴt 
McHenry withstood bombardments by the British during the War of 1812. Hendrix first 
signals his satirical intent with an abrupt drop in pitch, which bleakly undercuts the 
;ﾐデｴWﾏげゲ SｷｪﾐｷaｷWS ;Sﾏｷヴ;デｷﾗﾐ aﾗヴ さデｴW Hヴﾗ;S stripes ;ﾐS Hヴｷｪｴデ ゲデ;ヴゲざ ┘ｴｷIｴ ｴ;┗W ヴWﾏ;ｷﾐWS 
さｪ;ﾉﾉ;ﾐデﾉ┞ ゲデヴW;ﾏｷﾐｪざ SWゲヮｷデW ; さヮWヴｷﾉﾗ┌ゲ aｷｪｴデざく F┌ヴデｴWヴが HWﾐSヴｷ┝ ﾏ;ﾐｪﾉWゲ デｴW ;ﾐデｴWﾏげゲ 
ゲWヴWﾐW SWゲIヴｷヮデｷﾗﾐ ﾗa さデｴW ヴﾗIﾆWデゲげ ヴWS ｪﾉ;ヴWが デｴW HﾗﾏHゲ H┌ヴゲデｷﾐｪ ｷﾐ デｴW ;ｷヴざ ｷﾐデﾗ デｴW 
screeching sound of a rocket launching and exploding. His guitar solo combines the high-
pitched, almost bestial screams of pain with the low distortion of material destruction. The 
SｷゲデﾗヴデWS ゲﾗ┌ﾐSゲ ﾗa デｴW ;ﾐデｴWﾏ デｴWﾐ ┘;ヴヮ ｷﾐデﾗ デｴW ﾗヮWﾐｷﾐｪ IｴﾗヴSゲ ﾗa さTｴW L;ゲデ Pﾗゲデざが 
commonly played at Commonwealth military funerals and remembrance ceremonies. This 
ironic comment on the many military casualties in the Vietnam War continues to 
reverberate in the rendition of the disfigured chords corresponding to final verses of the 
aｷヴゲデ ゲデ;ﾐ┣;く ‘;デｴWヴ デｴ;ﾐ ┘;┗ｷﾐｪ さぷﾗへげWヴ デｴW ﾉ;ﾐS ﾗa デｴW aヴWW ;ﾐS デｴW ｴﾗﾏW ﾗa デｴW Hヴ;┗Wざが 
HWﾐSヴｷ┝げゲ ｪ┌ｷデ;ヴ ゲﾗﾉﾗ ｷヴﾗﾐｷI;ﾉﾉ┞ ヴWﾏｷﾐSゲ ;┌SｷWﾐIWゲ デｴ;デ デｴW さゲデ;ヴ-spangled banner yet 
┘;┗Wぷゲへざ ﾗ┗Wヴ ┘;ヴ-stricken Vietnam. As the song draws to an end, Hendrix seamlessly leads 
his band into an up-tempo ┗Wヴゲｷﾗﾐ ﾗa デｴWｷヴ ヴWIﾗヴS Iｴ;ヴデ ｴｷデが さP┌ヴヮﾉW H;┣Wざく  
Aゲ ; ゲ;デｷヴWが HWﾐSヴｷ┝げゲ さTｴW “デ;ヴ-“ヮ;ﾐｪﾉWS B;ﾐﾐWヴざ Iヴｷデｷケ┌Wゲ デｴW ｷﾏﾏﾗヴ;ﾉ AﾏWヴｷI;ﾐ 
involvement in the Vietnam War by ironically juxtaposing patriotic idealism to hawkish 
imperialism. At the same time, while his rendition of B-52s dropping bombs over 
VｷWデﾐ;ﾏWゲW ┗ｷﾉﾉ;ｪWゲ ｷゲ ｴ;ヴヴﾗ┘ｷﾐｪ ;ゲ ; Iヴｷデｷケ┌Wが HWﾐSヴｷ┝げゲ ヮWヴaﾗヴﾏ;ﾐIW W┝ヮﾉｷIｷデﾉ┞ I┌Wゲ 
aesthetic admiration for his virtuosic skill as a guitar player. Hendrix is showing off and the 
audience is supposed to enjoy it. Seamlessly incorporated in the set of a rock concert, 
HWﾐSヴｷ┝げゲ ヮWヴaﾗヴﾏ;ﾐIW ｷゲ ﾐﾗデ ゲｷﾏヮﾉ┞ SWゲｷｪﾐWS デﾗ Iヴｷデｷケ┌W H┌デ ;ﾉゲﾗ デﾗ SWﾉｷ┗Wヴ デｴW ﾆｷﾐS ﾗa 
unexalted aesthetic pleasures associated with entertainment. In this respect, there is an 
ambiguous tension bWデ┘WWﾐ デｴW ;WゲデｴWデｷI SｷﾏWﾐゲｷﾗﾐ ﾗa HWﾐSヴｷ┝げゲ ゲ;デｷヴW ;ゲ WﾐデWヴデ;ｷﾐﾏWﾐデ 
and its moral dimension as critique. To start, one may doubt the cognitive value of the 
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aesthetic strategies employed by Hendrix to critique the Vietnam War when comparing it 
to, say, sustained journalistic investigation. Moreover, albeit Hendrix certainly reaches an 
audience, the political impact of his satire seems limited in contrast to public interventions 
by Martin Luther King Jr. or protest marches by US army veterans. Given these critical limits 
to attenuate the horrors of the Vietnam War, the unexalted aesthetic virtuosity of 
HWﾐSヴｷ┝げゲ ゲ;デｷヴW ﾏ;┞ ゲデ;ヴデ デﾗ ゲWWﾏ ｪヴ;デ┌ｷデﾗ┌ゲが ｷa ﾐﾗデ I┞ﾐｷI;ﾉく Hｷゲ ゲ;デｷヴｷI;ﾉ ヮWヴaﾗヴﾏ;ﾐIW Iﾗ┌ﾉS 
be framed as an aesthetic distraction, stimulating moral indifference to the intense 
suffering caused by the Vietnam War, rather than sincere protest. Conversely, perhaps 
HWﾐSヴｷ┝げゲ ヮWヴaﾗヴﾏ;ﾐIW does offer a valuable critical perspective which supplements other 
critiques of the Vietnam War, while his aesthetic virtuosity may have therapeutic value as a 
life-affirming response to the existential horror of war.  
TｴWゲW ;ﾏHｷｪ┌ｷデｷWゲ HWデ┘WWﾐ ゲ;デｷヴWげゲ ﾏﾗヴ;ﾉ ヮ┌ヴヮﾗゲW デﾗ Iヴｷデｷケ┌W ;ﾐS ｷデゲ ;WゲデｴWデｷI ヮ┌ヴヮﾗゲW デﾗ 
entertain will be the aﾗI┌ゲ ﾗa ﾏ┞ ｷﾐ┗Wゲデｷｪ;デｷﾗﾐ ｷﾐデﾗ デｴW ｪWﾐヴWげゲ ┗;ﾉ┌W ;ﾐS significance in this 
chapter. Pace detractors who dismiss satire as gratuitous or cynical, I will argue that the 
genre can make moderate but legitimate contributions to a moral project of critique, 
alongside other emancipatory practices. Specifically, in the next chapter, I will defend that 
good satire can be informative. After all, Hendrix does succinctly sum up the internal 
contradiction of patriotic support for the Vietnam War. At the same time, pace 
ﾗ┗WヴWﾐデｴ┌ゲｷ;ゲデｷI ゲ┌ヮヮﾗヴデWヴゲ ﾗa ゲ;デｷヴWげゲ Iﾗｪﾐｷデｷ┗W ┗;ﾉ┌e, I will concede that, as 
WﾐデWヴデ;ｷﾐﾏWﾐデが ゲ;デｷヴW ﾉｷﾆW さTｴW “デ;ヴ-“ヮ;ﾐｪﾉWS B;ﾐﾐWヴざ SﾗWゲ ﾐﾗデ ヴｷ┗;ﾉ WヮｷゲデWﾏｷI HWゲデ ヮヴ;IデｷIW 
in investigative journalism or philosophy, although it may complement these in moderate 
but significant ways. Similarly, I will acknowleSｪW デｴ;デ ゲ;デｷヴWげゲ ;WゲデｴWデｷI ヮ┌ヴゲ┌ｷデ ﾗa 
entertainment limits its political impact as critique, especially when contrasted to directly 
activist ゲデヴ;デWｪｷWゲ ﾉｷﾆW ヮヴﾗデWゲデ ﾏ;ヴIｴWゲ ﾗヴ Iｷ┗ｷﾉ SｷゲﾗHWSｷWﾐIWく ‘Wｪ;ヴSﾉWゲゲが ;ﾉデｴﾗ┌ｪｴ ゲ;デｷヴWげゲ 
critical function is limited by its purpose to entertain, I disagree with detractors that the 
ｪWﾐヴW ｷゲ デｴWヴWaﾗヴW a┌ﾐS;ﾏWﾐデ;ﾉﾉ┞ aﾉ;┘WSく IﾐゲデW;Sが I ゲ┌ｪｪWゲデ デｴ;デ ゲ;デｷヴWげゲ ヮ┌ヴヮﾗゲW デﾗ 
entertain has a therapeutic function to complement the emancipatory limits of critique to 
change the world. In this respect, by the time of Woodstock, fierce opposition against the 
Vietnam War had been growing for years, to no direct avail. In this regard, rather than 
Sｷゲﾏｷゲゲｷﾐｪ HWﾐSヴｷ┝げゲ ;WゲデｴWデｷIｷゲ;デｷﾗﾐ ﾗa デｴW ┘;ヴ ;ゲ I┞ﾐｷI;ﾉが I ゲ┌ｪｪWゲデ aヴ;ﾏｷﾐｪ ｷデ ;ゲ ; Iﾗヮｷﾐｪ 
strategy against its continuing absurdity. Below, I will ground this therapeutic function of 
entertainment in the self-justifying or autotelic nature of aesthetic experiences, which can 
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defy absurdity through life-affirming vitality. Accordingly, I seek tﾗ ヴW┗;ﾉ┌W ゲ;デｷヴWげゲ ヮ┌ヴヮﾗゲW 
to entertain as compensating for the limits of its purpose to critique.    
M┞ ｷﾐ┗Wゲデｷｪ;デｷﾗﾐ Iｴ;ﾉﾉWﾐｪWゲ デｴW ;ゲゲ┌ﾏヮデｷﾗﾐ デｴ;デ ゲ;デｷヴWげゲ ヮ┌ヴヮﾗゲW デﾗ Iヴｷデｷケ┌W ｷゲ ﾏﾗヴW 
important than its purpose to entertain or that the latter really only has value as an 
instrument to the former. In this respect, although some argue that satire only entertains 
(Griffin 1994), recent defences of the genre have commonly emphasised its moral value as 
critique, substantiated by entertainment (Day 2011; McClennen 2011; Baym 2010; Jones 
2010). My revaluation of entertainment in satire in relation to critique can be framed in a 
larger conflict between ethics and aesthetics. Throughout the ages, it seems that ethics has 
consistently trumped aesthetics to justify wｴ┞ ;ヴデ ﾏ;デデWヴゲが ;デ ﾉW;ゲデ ｷﾐ ヮ┌HﾉｷI SWH;デWゲく 
AIIﾗヴSｷﾐｪ デﾗ ‘WﾐY WWﾉﾉWﾆ ;ﾐS A┌ゲデｷﾐ W;ヴヴWﾐが さぷデへｴW ｴｷゲデﾗヴ┞ ﾗa ;WゲデｴWデｷIゲ ﾏｷｪｴデ ;ﾉﾏﾗゲデ HW 
summarized as a dialectic in which the thesis and counter-デｴWゲｷゲ ;ヴW Hﾗヴ;IWげゲ dulce and 
utileぎ ヮﾗWデヴ┞ ｷゲ ゲ┘WWデ ;ﾐS ┌ゲWa┌ﾉざ ふヱΓヶヶが ンヰぶく “ヮWIｷaｷI;ﾉﾉ┞が ;ﾉデｴﾗ┌ｪｴが aﾗヴ デｴW さヮﾗWデざ ﾗヴ さデｴﾗゲW 
┘ｴﾗ ﾉｷﾆW ヮﾗWデヴ┞ざが ┘ｴWﾐ ｷﾐ ヮヴｷ┗;デWが さぷHへW;┌デ┞ ｷゲ ｷデゲ ﾗ┘ﾐ W┝I┌ゲW aﾗヴ HWｷﾐｪざが ┘ｴWﾐ デｴW 
IﾗﾐaヴﾗﾐデWS H┞ さ┌デｷﾉｷデ;ヴｷ;ﾐゲ ;ﾐS ﾏﾗヴ;ﾉｷゲデゲが ﾗヴ H┞ ゲデ;デWゲﾏWﾐ ふぐぶ デｴW┞ ﾐ;デ┌ヴ;ﾉﾉ┞ ゲデヴWゲゲ デｴW け┌ゲWげ 
rather than the けSWﾉｷｪｴデげ ﾗa ﾉｷデWヴ;デ┌ヴWざ ふWWﾉﾉWﾆ ;ﾐS W;ヴヴWﾐ ヱΓヶヶが ンΑぶく AIIﾗヴSｷﾐｪﾉ┞が ｷﾐ デｴW 
ヮ┌HﾉｷI ゲヮｴWヴWが デｴW ┗;ﾉ┌W ﾗa ;ヴデ ｷゲ Iﾗﾏﾏﾗﾐﾉ┞ Wケ┌;デWS デﾗ さｷデゲ W┝デヴｷﾐゲｷI ヴWﾉ;デｷﾗﾐゲざ ふWWﾉﾉWﾆ ;ﾐS 
Warren 1966, 37). A recent example is the Cultural Value Project (2013-2016) of the Arts 
and Humanities Research Council (AHRC). Although the Cultural Value Project sought to 
transcend the dichotomy between intrinsic and extrinsic value of art, it ultimately focuses 
primarily on social, political and economic value (Crossick and Kaszynska 2016, 44-45). By 
contrast, the pursuit of aesthetic delight for its own sake, no doubt a major concern of 
many artists and audiences, is all but wholly ignored in the final report.  
In these public debates about the value of art, aesthetic delight for its own sake is morally 
suspicious and requires a moral stamp of approval to become legitimate. Sometimes this 
ｷﾐゲデヴ┌ﾏWﾐデ;ﾉｷゲ;デｷﾗﾐ ﾗa ;WゲデｴWデｷIゲ デﾗ WデｴｷIゲ W┗Wﾐ ｷﾐaﾗヴﾏゲ SWaWﾐIWゲ ﾗa ;ヴデげゲ ｷﾐデヴｷﾐゲｷI SWﾉｷｪｴデく Iﾐ 
デｴｷゲ ヴWゲヮWIデが ;IIﾗヴSｷﾐｪ デﾗ WWﾉﾉWﾆ ;ﾐS W;ヴヴWﾐが さデｴW ヮﾉWasure of literature, we need to 
ﾏ;ｷﾐデ;ｷﾐ ふぐぶ ｷゲ ; けｴｷｪｴWヴ ヮﾉW;ゲ┌ヴWげ HWI;┌ゲW ヮﾉW;ゲ┌ヴW ｷﾐ ; ｴｷｪｴWヴ ﾆｷﾐS ﾗa ;Iデｷ┗ｷデ┞が ｷくWく ﾐﾗﾐ-
;Iケ┌ｷゲｷデｷ┗W IﾗﾐデWﾏヮﾉ;デｷﾗﾐざ ふヱΓヶヶが ンヱぶく YWデが ヴWｪ;ヴSﾉWゲゲ ﾗa デｴW ;WゲデｴWデｷI ﾏWヴｷデゲ ┘ｴｷIｴ aﾗﾉﾉﾗ┘ 
from Kantian disinterestedness, the literary pleasure defended by Wellek and Warren is 
exalted not simply for aesthetic reasons, but also because it results from an activity that is 
morally better, because it is not driven by materialistic self-interest. Interestingly, this 
moral stamp of approv;ﾉが ┘ｴｷIｴ ﾉWｪｷデｷﾏｷゲWゲ けｴｷｪｴWヴげ ;WゲデｴWデｷI ヮﾉW;ゲ┌ヴWゲが ｷゲ ﾗa Iﾗ┌ヴゲW 
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unavailable to the unexalted pleasures of entertainment. In this respect, entertainment is 
aesthetic delight at its most morally suspicious. For this reason, supporters of satire have 
typically strived to legitimise the value of entertainment by making it instrumental to 
critique. My investigation below will challenge this instrumentalisation of aesthetics to 
ethics in satire. Still, a caveat is in order. I too argue that entertainment in satire has 
instrumental value, specifically as therapy. Yet, any therapeutic value of entertainment in 
satire depends fully on engrossment in unexalted aesthetic pleasures for their own sake. In 
other words, there is no therapy in satire without entertainment aﾗヴ WﾐデWヴデ;ｷﾐﾏWﾐデげゲ ゲ;ﾆWく 
Moreover, I will reveal this therapeutic value of entertainment in satire as morally 
ambiguous and in tension with its purpose to critique. Therefore, albeit I argue that 
entertainment in satire has instrumental value as therapy, I Sﾗ ﾐﾗデ ｷﾐゲデヴ┌ﾏWﾐデ;ﾉｷゲW ゲ;デｷヴWげゲ 
aesthetic pursuit of entertainment to its ethical purpose to critique. 
This tension between the demands of ethics and the therapeutic function of aesthetics has 
been acknowledged in philosophy. In particular, Søren Kierkegaard has outlined a conflict 
between ethics and aesthetics which informs the tension between critique and 
entertainment in satire. In the pseudonymous Either/Or, Kierkegaard has one character 
advocate an aesthetic lifestyle and another an ethical lifestyle (1987 [1843]). As Alistair 
M;IIﾐデ┞ヴW W┝ヮﾉ;ｷﾐゲが さぷ;へデ デｴW ｴW;ヴデ ﾗa デｴW ;WゲデｴWデｷI ┘;┞ ﾗa ﾉｷaW ふぐぶ ｷゲ デｴW ;デデWﾏヮデ デﾗ ﾉﾗゲW デｴW 
ゲWﾉa ｷﾐ デｴW ｷﾏﾏWSｷ;I┞ ﾗa ヮヴWゲWﾐデ W┝ヮWヴｷWﾐIWく B┞ Iﾗﾐデヴ;ゲデ ふぐぶ デｴW WデｴｷI;ﾉ ぷｷﾐ┗ﾗﾉ┗Wゲへ ; ゲデ;デW ﾗa 
commitment and obligation through time, in which the present is bound by the past and to 
デｴW a┌デ┌ヴWざ ふヲヰヰΑが ヴヰぶく LｷﾆW┘ｷゲWが Iゲ;ｷ;ｴ GｷWゲW Iﾉ;ヴｷaｷWゲ デｴ;デ さKｷWヴﾆWｪ;;ヴS Iﾗﾐデヴ;ゲデゲ ふヱぶ ;ﾐ 
aesthetic mode of being whose telos is the sense of immediacy provided by beautiful and 
interesting stimuli with (2) an ethical mode of being where an agent makes passionate 
IｴﾗｷIWゲ ;IIﾗヴSｷﾐｪ デﾗ デｴW ┌ﾐｷ┗Wヴゲ;ﾉ ヮヴｷﾐIｷヮﾉWゲ ﾗa ﾏﾗヴ;ﾉｷデ┞ざ ふヲヰヱヱが ヶヰぶく KｷWヴﾆWｪ;;ヴS IﾗﾐゲｷSWヴゲ 
デｴW Iｴ;ヴ;IデWヴ ┘ｴﾗ ;S┗ﾗI;デWゲ ;ﾐ ;WゲデｴWデｷI ﾉｷaWゲデ┞ﾉW ;ゲ さ┌ﾐWデｴｷI;ﾉ ｷﾐ デｴ;デ ｴｷゲ ﾏﾗデｷ┗;デｷﾗﾐゲ aﾗヴ 
action aヴW Wﾐﾃﾗ┞ﾏWﾐデ ;ﾐS a;ゲIｷﾐ;デｷﾗﾐざ ;ﾐS SｷゲﾏｷゲゲWゲ ｴｷゲ ヮﾗゲｷデｷﾗﾐ ;ゲ さSW┗ﾗｷS ﾗa ;ﾐ┞ 
ｷﾐaﾉ┌WﾐIW ﾗa ﾏﾗヴ;ﾉ ヴWゲヮﾗﾐゲｷHｷﾉｷデ┞ざ ふGｷWゲW ヲヰヱヱが ヶヱぶく Tｴｷゲ ;ヴｪ┌ﾏWﾐデ ｴｷｪｴﾉｷｪｴデゲ デhe moral 
suspicion of (certain) aesthetic experiences and, in particular, concerns about the 
disparateness between critique and entertainment in satire. 
KｷWヴﾆWｪ;;ヴSげゲ ｷSW;ゲ ;Hﾗ┌デ ;WゲデｴWデｷIゲ ┘WヴW ｷﾐaﾗヴﾏWS H┞ デｴW IﾗﾐデWﾏヮﾗヴ;ﾐWﾗ┌ゲ ｷSW;ﾉｷゲデ 
consensus, according to which art was an intermediate between the transcendent and 
material world (Pattison 1992, 141). Although this metaphysical framework is doubtful, 
Kierkegaard nonetheless develops valuable insights into the psychology and 
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phenomenology of aesthetic experiences. In an idealistic framework, good art makes the 
transcendent immanent and thus provides life wｷデｴ ;ﾐ ┌ﾐIｴ;ヴ;IデWヴｷゲデｷI ┌ﾐｷデ┞ ┘ｴｷIｴ ｷゲ さﾗﾐW 
ﾗa デｴW IｴｷWa ゲﾗ┌ヴIWゲ ﾗa デｴW SWﾉｷｪｴデ ﾗa ;WゲデｴWデｷI W┝ヮWヴｷWﾐIWざ ふP;デデｷゲﾗﾐ ヱΓΓヲが ヱヴンぶく 
Kierkegaard argues that  
[a]rt therefore reconciles us to life by presenting a harmonious and pleasing image of 
what life is like which anaesthetizes any sense of outrage we may feel in the face of 
suffering. Even in tragedy the aesthetic form persuades us to see suffering 
ゲ┞ﾏヮ;デｴWデｷI;ﾉﾉ┞が IﾗﾐデWﾏヮﾉ;デｷ┗Wﾉ┞ ;ﾐS SｷゲｷﾐデWヴWゲデWSﾉ┞く Iﾐ デｴｷゲ ┘;┞ ;ヴデ I┌デゲ ﾉｷaWげゲ 
corners and smooths out its rough edges (Pattison 1992, 143-144). 
KｷWヴﾆWｪ;;ヴSげゲ SWゲIヴｷヮデｷﾗﾐ ﾗa デｴW ヮｴWﾐﾗﾏWﾐﾗﾉﾗｪ┞ ;ﾐS ヮゲ┞Iｴﾗﾉﾗｪ┞ ﾗa ;WゲデｴWデｷI W┝ヮWヴｷWﾐIWゲ ｷゲ 
equally available on a minimalistic account, according to which aesthetic experiences 
involve attending to forms, qualities or meaningful features of things for their own sake or 
the sake of an intrinsic payoff (Stecker 2010, 45). A minimalist account can similarly explain 
for the immediacy of aesthetic experiences, which diverts attention from real-world 
concerns to forms, qualities and meaningful features. It is because of this immediacy that 
KｷWヴﾆWｪ;;ヴS IﾗﾐデWﾐSゲ デｴ;デ さぷデへｴW ;WゲデｴWデｷI ｴW;ﾉゲ デｴW ヮ;ｷﾐ ﾗa ﾉｷaW H┞ ｴWﾉヮｷﾐｪ ┌ゲ デﾗ aﾗヴｪWデ ﾗ┌ヴ 
ヴW;ﾉ W┝ｷゲデｷﾐｪ ゲWﾉaざ ふP;デデｷゲﾗﾐ ヱΓΓヲが ヱヴヴぶく  
This self-forgetfulness stimulated by the immediacy of aesthetic experiences is morally 
ゲ┌ゲヮｷIｷﾗ┌ゲ ﾗﾐ KｷWヴﾆWｪ;;ヴSげゲ ;IIﾗ┌ﾐデく AIIﾗヴSｷﾐｪ デﾗ KｷWヴﾆWｪ;;ヴSが ;WゲデｴWデWゲ ;ヴW ┌ﾐ;HﾉW デﾗ 
sustain ethical commitments in the real world and instead pursue aesthetic distractions. 
Conversely, defenders of art may aim to repudiaデW KｷWヴﾆWｪ;;ヴSげゲ ｷSW;ゲ H┞ ;ヴｪ┌ｷﾐｪが IﾗヴヴWIデﾉ┞が 
that much modern art prevents aestheticist escapism by deliberately challenging, if not 
shocking, audiences. Art may be deliberately designed to prevent aesthetic experiences. 
MﾗヴWﾗ┗Wヴが W┗Wﾐ ｷa ｷデ ｷゲ ﾐﾗデが さﾐﾗデ ;ﾉﾉ ┗;ﾉ┌;HﾉW ぷ;WゲデｴWデｷIへ W┝ヮWヴｷWﾐIW ﾐWWS HW ヮﾉW;ゲ┌ヴ;HﾉWざ 
(Shusterman 2008, 82). Richard Shusterman clarifies that 
[e]xperiences of disturbing shock, fragmentation, disorientation, puzzlement, horror, 
protest, or even revulsion that contemporary artworks often aim to arouse can be 
[aesthetically] valued for the novel feelings and thoughts they provide, whose 
provocative power can enrich our vision of the world beyond the artwork (2008, 81). 
In other words, aesthetic experiences do not necessarily risk anaesthetising the faculties 
required for moral action in the real world, but may in fact stimulate them. At best, 
KｷWヴﾆWｪ;;ヴSげゲ ;IIﾗ┌ﾐデ ﾗa デｴW ヮｴWﾐﾗﾏWﾐﾗﾉﾗｪ┞ ;ﾐS ヮゲ┞Iｴﾗﾉﾗｪ┞ ﾗa ;WゲデｴWデｷIｷゲﾏ デｴWヴWaﾗヴW 
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only applies to a specific kind of aesthetic experiences. However, although KｷWヴﾆWｪ;;ヴSげゲ 
moral suspicion of aesthetic experiences is not universally valid, it is particularly relevant to 
entertainment. The unexalted pleasures of entertainment are morally suspicious because 
デｴWｷヴ W;ゲ┞ Wﾐﾃﾗ┞ﾏWﾐデ ｷゲ ｷﾐ ﾐﾗ ゲWﾐゲW ; けｴｷｪｴWヴげ ヮﾉW;ゲ┌ヴWが H┌デ ゲﾗﾏWデｴｷﾐｪ ヮ┌ヴゲ┌WS さｷﾐ ; ｴﾗﾉｷS;┞ 
ﾏﾗﾗS H┞ ┘;┞ ﾗa Sｷ┗Wヴゲｷﾗﾐざ ふPﾉ;デﾗ ヲΑヶHぶく  
KｷWヴﾆWｪ;;ヴSげゲ Iヴｷデｷケ┌W ﾗa ;WゲデｴWデｷIｷゲﾏ ;ゲ I┌ﾉデｷ┗;デｷﾐｪ ﾏﾗヴ;ﾉ ｷﾐSｷaaWヴWﾐIW ヴWゲﾗﾐ;デWゲ ｷﾐ 
common the suspicion of entertainment in the contemporary reception of satire. In the 
previous chapter, I already mentioned a cynical Tom Lehrer who deprecates the genre 
HWI;┌ゲW さ;┌SｷWﾐIWゲ ﾉｷﾆW デﾗ デｴｷﾐﾆ デｴ;デ ゲ;デｷヴW ｷゲ Sﾗｷﾐｪ ゲﾗﾏWデｴｷﾐｪく B┌デが ｷﾐ a;Iデが ｷデ ｷゲ ﾏﾗゲデﾉ┞ デﾗ 
leave themselves satisfied. Satisfied rather than angry, which is what デｴW┞ ゲｴﾗ┌ﾉS HWざ 
(Thompson 2003). Echoing Kierkegaard, Lehrer argues that the unexalted pleasures of 
entertainment in satire breed moral inertia because they numb the critical faculties 
required for emancipatory action. Similarly, political cartoonist Ted Rall criticised Jon 
Stewart (and his 2010 Rally to Restore Sanity and/or Fear) for impeding real change by 
stimulating ambivalence, if not indifference, instead of moral steadfastness (fig. 8). 
Aﾉデｴﾗ┌ｪｴ ゲﾗﾏW ﾗa ‘;ﾉﾉげゲ ┘ﾗヴﾆ ｷゲ ;ヴｪ┌;Hﾉ┞ satirical itself, it is no coincidence that his rough 
drawing style eschews the easy pleasures central to entertainment. To a certain extent, 
‘;ﾉﾉげゲ ゲデ┞ﾉW ｷゲ SWﾉｷHWヴ;デWﾉ┞ ┌ｪﾉ┞ デﾗ ;ﾉｷWﾐ;デW ;┌SｷWﾐIWゲ ;ﾐSが ;IIﾗヴSｷﾐｪﾉ┞が ゲデｷﾏ┌ﾉ;デW デｴWｷヴ IヴｷデｷI;ﾉ 
faculties. By contrast, the commercially successful satire of Jon Stewart is designed to be 
consumed as an enjoyable diversion and, so the worry goes, risks anaesthetising the moral 
emotions that would otherwise propel genuine change. As I will highlight in what follows, 
several critics and sIｴﾗﾉ;ヴゲ ゲｴ;ヴW LWｴヴWヴげゲ ;ﾐS ‘;ﾉﾉげゲ ┘ﾗヴヴ┞ デｴ;デ WﾐデWヴデ;ｷﾐﾏWﾐデ HヴWWSゲ 
aestheticism and therefore impedes the ethical value of satire as critique. Nevertheless, I 
will argue that such dismissals ignore the therapeutic merits of entertainment in satire as a 





3. RECENT DEBATES ABOUT THE VALUE OF SATIRE 
‘WIWﾐデ SWH;デWゲ ;Hﾗ┌デ デｴW ┗;ﾉ┌W ﾗa ゲ;デｷヴW ゲｴﾗ┘I;ゲW IﾗﾐゲｷSWヴ;HﾉW ;ﾐ┝ｷWデ┞ デｴ;デ ゲ;デｷヴWげゲ 
purpose to entertain mars its purpose to critique. For this reason, some detractors consider 
satire a failed genre. These detractors argue that because satire sets out to entertain, it not 
ﾗﾐﾉ┞ a;ｷﾉゲ デﾗ HW IヴｷデｷI;ﾉが H┌デ W┗Wﾐ ゲデｷﾏ┌ﾉ;デWゲ ;ヮ;デｴ┞ ;ﾐS I┞ﾐｷIｷゲﾏく Iﾐ ﾉｷﾐW ┘ｷデｴ KｷWヴﾆWｪ;;ヴSげゲ 
suspicions, satirical entertainment is said to cultivate an aestheticism that breeds moral 
indifference and even hostility towards moral commitment. In response, supporters of 
satire have sought to attenuate these claims by arguing that, facilitated by entertainment, 
satire has significant political impact as critique. Iﾐ WaaWIデが ﾏﾗSWヴﾐ ゲ┌ヮヮﾗヴデWヴゲ ﾗa ゲ;デｷヴWげゲ 
political and social value have commoﾐﾉ┞ ┌ヮS;デWS Hﾗヴ;IWげゲ SWaWﾐIW ﾗa ゲ;デｷヴW デｴ;デ 
さぷｴへ┌ﾏﾗ┌ヴ SWIｷSWゲ ｪヴW;デ ｷゲゲ┌Wゲ ﾏﾗヴW aﾗヴIWa┌ﾉﾉ┞ ;ﾐS ﾏﾗヴW WaaWIデｷ┗Wﾉ┞ デｴ;ﾐ ゲW┗Wヴｷデ┞ざ ふ1993 
Satires I.10, 15-16). My problem with this line of argument is that it oversells the political 
impact of satire and, in the process, misconstrues the value of entertainment in satire by 
instrumentalising it to critique. Although I consider arguments that satire is cynical without 
adequate ground, there is similarly no evidence that the genre has a particularly significant 
political impact as critique. For this reason, seeking to validate satire primarily through its 
purpose to critique ultimately undermines its significance, for detractors can rightfully 
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highlight that satire is not as critically impactful as more directly activist strategies. In order 
to redress this issue and move debates about the value of satire forward, I will develop a 
philosophical framework to investigate the true significance it may have as critique and to 
revalue its function as entertainment. 
Detractors of satire have often argued that its aesthetic pursuit of entertainment 
compromises its ethical value as critique. These detractions vary from sympathetic worry to 
ﾗ┌デヴｷｪｴデ Sｷゲﾏｷゲゲ;ﾉく Oﾐ デｴW ﾗﾐW ｴ;ﾐSが ┘ｴｷﾉW Lｷゲ; CﾗﾉﾉWデデ; ;Iﾆﾐﾗ┘ﾉWSｪWゲ デｴ;デ さデｴW ｷﾐaﾗヴﾏWS 
satire of Jon Stewart and Stephen Colbert can, arguably, be considered some of the most 
Hヴ;Iｷﾐｪ ;ﾐS Wﾐｪ;ｪｷﾐｪ IﾗﾏﾏWﾐデ;ヴ┞ ﾗﾐ デｴW デWﾉW┗ｷゲｷﾗﾐ ﾉ;ﾐSゲI;ヮWざ ふヲヰヰΓが ΒΑヲぶが ゲｴW 
ﾐﾗﾐWデｴWﾉWゲゲ ┘ﾗﾐSWヴゲ ┘ｴWデｴWヴ デｴW さゲﾗIｷ;ﾉ ;ﾐS ヮﾗﾉｷデｷI;ﾉ ゲ;デｷヴW ﾗa デWﾉW┗ｷゲｷﾗﾐ ゲｴﾗ┘ゲ ゲ┌Iｴ ;ゲ 
The Daily Show, The Colbert Report, and The Simpsons really [can] have any kind of efficacy 
HW┞ﾗﾐS デｴ;デ ﾗa ﾏWヴW WﾐデWヴデ;ｷﾐﾏWﾐデいざ ふヲヰヰΓが ΒΓヵぶく “ヮWIｷaｷI;ﾉﾉ┞が CﾗﾉﾉWデデ; ┘ﾗヴヴｷWゲ デｴ;デ デｴWゲW 
ゲｴﾗ┘ゲ さ;Iデ┌;ﾉﾉ┞ ┌ﾐSWヴﾏｷﾐW ゲﾗIｷ;ﾉ ;ﾐS ヮﾗﾉｷデｷI;ﾉ Wﾐｪ;ｪWﾏWﾐデが IヴW;デｷﾐｪ ; SｷゲWngaged viewer 
who prefers outsider irreverence to thoughtful satiric critique and ironic, passive 
SWﾏﾗIヴ;I┞ デﾗ SｷゲIWヴﾐｷﾐｪが Wﾐｪ;ｪWS ヮﾗﾉｷデｷIゲざ ふヲヰヰΓが ΒΓヵぶく ‘WaWヴヴｷﾐｪ デﾗ Jﾗﾐ “デW┘;ヴデげゲ 
appearance on Crossfire, discussed in the previous chapter, Colletta contenSゲ デｴ;デ さぷデへhe 
a;Iデ デｴ;デ デｴWヴW ┘;ゲ ; ┗Wヴ┞ ヴW;ﾉ WaaWIデ デﾗ “デW┘;ヴデげゲ ﾐﾗﾐｷヴﾗﾐｷI Iヴｷデｷケ┌W ｷゲ ヮWヴｴ;ヮゲ ; IﾗﾏﾏWﾐデ 
ﾗﾐ デｴW ;ﾏHｷ┗;ﾉWﾐIW ﾗa デｴW ゲ;デｷヴｷI ﾏﾗSW ;ﾐS ゲ┌ｪｪWゲデゲ デｴW ﾉｷﾏｷデゲ ﾗa ｷデゲ WaaｷI;I┞ざ ふヲヰヰΓが ΒΑヱぶく 
Iﾐ ﾗデｴWヴ ┘ﾗヴSゲが CﾗﾉWデデ;げゲ ┘ﾗヴヴ┞ ｷゲ デｴ;デ ゲ;デｷヴｷゲデゲ ﾏ;┞ ﾗﾐly have social and political impact 
when they stop doing satire.  
MﾗヴW Sｷゲﾏｷゲゲｷﾐｪﾉ┞が J┌ﾉｷW WWHHWヴ ｷゲ ゲIWヮデｷI;ﾉ ;Hﾗ┌デ デｴW ｷSW; デｴ;デ ゲ;デｷヴW ﾗヴ さぷヮへolitical comedy 
ｷゲ デｴW ﾐW┘ LWﾐｷﾐざ ふヲヰヱンが Γぶく Iﾐ ヮ;ヴデｷI┌ﾉ;ヴが WWHHWヴ デ;ヴｪWデゲ デｴW ﾆｷﾐS ﾗa ｴ┞ヮWヴHﾗﾉｷI ;ヮヮヴ;ｷゲ;ﾉゲ 
of the political impact of commercial satire in online media. As previously discussed, some 
journalists and bloggers have a tendency to claim that John Oliver or Samantha Bee 
けW┗ｷゲIWヴ;デWげ ﾗヴ けSWゲデヴﾗ┞げ デｴW デ;ヴｪWデゲ ﾗa デｴWｷヴ ゲ;デｷヴWが ﾉｷﾆW Dﾗﾐ;ﾉS Tヴ┌ﾏヮく B┞ Iﾗﾐデヴ;st, Webber 
;ヴｪ┌Wゲ デｴ;デ さぷデへｴW ヮﾗｷﾐデ ﾗa ヮﾗﾉｷデｷI;ﾉ IﾗﾏWS┞ ﾉｷﾆW TDS [The Daily Show] is not, as many point 
ﾗ┌デが デﾗ ｷﾐゲヮｷヴW ぷｷデゲへ ┗ｷW┘Wヴゲ デﾗ ヮﾗﾉｷデｷI;ﾉ ;Iデｷ┗ｷデ┞ざ ふヲヰヱンが ヱヱヵぶく IﾐゲデW;Sが ゲｴW ;ヴｪ┌Wゲ デｴ;デ 
さ“デW┘;ヴデげゲ IﾗﾏWS┞ ｷゲ ;ﾐ Wヴゲ;デ┣ aﾗヴﾏ ﾗa ヮヴﾗｪヴWゲゲｷ┗W SWﾏﾗIヴ;デｷI ヮヴ;┝ｷゲざ ふWWHHWヴ ヲヰヱンが ヱンンぶく 
Hｷｪｴﾉｷｪｴデｷﾐｪ デｴW ;ﾉﾉWｪWS ;WゲデｴWデｷIｷゲﾏ I┌ﾉデｷ┗;デWS H┞ ゲ;デｷヴWげゲ WﾐデWヴデ;ｷﾐﾏWﾐデが WWHHWヴ 
IﾗﾐデWﾐSゲ デｴ;デ さぷ;へデ ｷデゲ ┘ﾗヴゲデが TDS is a pleasing form of distraction, a way of avoiding the 
painful experiences of a present in politics that offers no particularly imaginative inroads 
ｷﾐデﾗ デｴW a┌デ┌ヴWざ ふヲヰヱンが ヱヱヶぶく Aﾉﾗﾐｪ デｴW ﾉｷﾐWゲ ゲ┌ｪｪWゲデWS H┞ KｷWヴﾆWｪ;;ヴSが WWHHWヴ ゲデヴWゲゲWゲ 
デｴ;デ ゲ┌Iｴ ;WゲデｴWデｷIｷゲﾏ HヴWWSゲ ﾏﾗヴ;ﾉ ｷﾐWヴデｷ;く AIIﾗヴSｷﾐｪ デﾗ WWHHWヴが ゲ;デｷヴW さﾏ;┞ ﾐﾗデ ヮヴﾗ┗ﾗﾆW 
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the audience to rise up off the sofa and march to Washington brandishing torches, but this 
ｷゲ HWI;┌ゲW デｴW ゲﾏ;ヴデ ┗ｷW┘Wヴ ;ﾉヴW;S┞ ﾆﾐﾗ┘ゲ デｴ;デ デｴｷゲ ┘ﾗ┌ﾉS HW a┌デｷﾉWざ ふヲヰヱンが ヱンヵぶく TｴWゲW 
worries of Colletta and more forceful dismissals by Webber are representative of criticisms 
by detractors of satire which supporters have regularly sought to mitigate. Although these 
proposals by supporters are often valuable, they nonetheless fail to wholly dismiss the 
scepticism of detractors, because they are overly focused on proving the extraordinary 
merits of satire as critique. 
Iﾐ ヴWゲヮﾗﾐゲW デﾗ IヴｷデｷIｷゲﾏゲ H┞ SWデヴ;Iデﾗヴゲが ゲ┌ヮヮﾗヴデWヴゲ ﾗa ゲ;デｷヴWげゲ ┗;ﾉ┌W ｴ;┗W ﾗaデWﾐ ;ヴｪ┌WS デｴ;デ 
satire has a significant positive impact on politics and society. Supporters also deny that the 
aesthetic pursuit of entertainment compromises saデｷヴWげゲ IヴｷデｷI;ﾉ a┌ﾐIデｷﾗﾐく IﾐゲデW;Sが デｴW┞ 
even consider entertainment as an asset to critique. In interviews about The Simpsons, 
Jﾗﾐ;デｴ;ﾐ Gヴ;┞ Wゲデ;HﾉｷゲｴWS デｴ;デ ;┌SｷWﾐIWゲ Iﾗﾏﾏﾗﾐﾉ┞ SｷゲIWヴﾐWS さ; けゲｷﾏヮﾉWがげ け┗ｷゲ┌;ﾉがげ ﾗヴ 
けWﾉWﾏWﾐデ;ヴ┞げ ﾉW┗Wﾉ ﾗa HﾗﾏWヴげゲ ゲデ┌ヮｷSｷデ┞が B;ヴデげゲ ┘ｷゲWIヴ;Iﾆゲ ;ﾐS ゲﾉ;ヮゲデｷIﾆき ;ﾐS ; けSWWヮWヴげ ﾉW┗Wﾉ 
of smart, parodic-ゲ;デｷヴｷI IﾗﾏﾏWﾐデ;ヴ┞ざ ふヲヰヰヵが ヱンヱぶく AIIﾗヴSｷﾐｪ デﾗ Gヴ;┞が さﾏ;ﾐ┞ ﾗa デｴW 
ｷﾐデWヴ┗ｷW┘WWゲ Iﾉ;ｷﾏWS ;ﾉゲﾗ デﾗ HW aﾗﾐS ﾗa デｴW ゲｴﾗ┘げゲ ゲﾉ;ヮゲデｷIﾆ ;ﾐSっﾗヴ ゲｷﾉﾉ┞ ｴ┌ﾏﾗヴざ ふヲヰヰヵが 
143). Yet, when defending the value of The Simpsons, interviewees did stress the profundity 
and significance of its critique, rather than its comic entertainment. Sometimes, 
ｷﾐデWヴ┗ｷW┘WWゲ W┗Wﾐ Wケ┌;デWS ゲ;デｷヴWげゲ ｪWﾐWヴｷI ヮ┌ヴヮﾗゲW with critique, as Gray explains that 
さぷデへﾗ ﾏﾗゲデが ┘ｴ;デ デｴｷゲ けSWWヮWヴげ ゲWIﾗﾐS ﾉW┗Wﾉ IﾗﾐゲｷゲデWS ﾗa ┘;ゲ ヴWﾉW┗;ﾐデ ;ﾐS デﾗヮｷI;ﾉ ヮ;ヴﾗS┞ 
;ﾐS ヮﾗﾉｷデｷI;ﾉ ゲ;デｷヴWざ ふヲヰヰヵが ヱンヱぶく WｴｷﾉW Gヴ;┞ SﾗWゲ IﾗﾐゲｷSWヴ WﾐデWヴデ;ｷﾐﾏWﾐデ ヮart of satire 
itself, he too instrumentalises its value to the aims of critique. Specifically, Gray has argued 
that contemporary satire like The Simpsons presents an important update to Jürgen 
H;HWヴﾏ;ゲげゲ IﾗﾐIWヮデ ﾗa デｴW ヮ┌HﾉｷI ゲヮｴWヴW (Gray 2005, 104). Specifically, Gray has praised 
ゲ;デｷヴW ;ゲ さtheory prêt-a-porterざ ┘ｴｷIｴが HWI;┌ゲW ｷデ WﾐデWヴデ;ｷﾐゲが ｴ;ゲ デｴW Iﾗｪﾐｷデｷ┗W ┗;ﾉ┌W ﾗf 
elucidating complex critique and the political value of engaging audiences (2005, 104). 
Gヴ;┞げゲ ｷSW;ゲ ;Hﾗ┌デ ｴﾗ┘ WﾐデWヴデ;ｷﾐﾏWﾐデ IﾗﾐデヴｷH┌デWゲ デﾗ Iヴｷデｷケ┌W ｷﾐ The Simpsons have 
resonated in discussions of commercially successful satire on American TV. Specifically, 
supporters of satire have dismissed the criticism that entertainment and critique cannot 
coincide as rooted in the outmoded modernist ideal of the informed citizen as rational-
critical actor (Jones 2010; Baym 2010). Since this modernist model of civic duty only 
considers how ideal citizens pursue rational information that translates in direct democratic 
participation, it fails to appreciate how entertainment shapes political identities and 
opinions (Jones 2010, 33). Moreover, television audiences in the digital age have been 
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described as prosumers who actively appropriate media content, including entertainment, 
as a resource for citizenry (Baym 2010, 150ff). Contemporary satires like The Simpsons, The 
Daily Show and The Colbert Report have been praised exactly for blurring the outmoded 
SｷゲデｷﾐIデｷﾗﾐ HWデ┘WWﾐ さデｴW ヮﾗﾉｷデｷI;ﾉ-normative and the aesthetic-W┝ヮヴWゲゲｷ┗Wざ ふB;┞ﾏ ヲヰヱヰが ヱヲき 
see also McClennen 2012, 166-167; Day 2011, 19-20; Jones 2010, 209-210). Following Gray, 
scholars have updated the modernist conception of the public sphere in order to 
;IIﾗﾏﾏﾗS;デW ゲ;デｷヴWげゲ ゲﾗIｷ;ﾉ ;ﾐS ヮﾗﾉｷデｷI;ﾉ IﾗﾐデヴｷH┌デｷﾗﾐゲ ふBaym 2010, 133-134; McClennen 
2012, 42-44/158-159; see also Day 2011, 131-133). Supporters have claimed that satire 
fulfils a political function in the public sphere because it makes critique more 
comprehensible and accessible than traditional media (see also McClennen 2012, 71ff; 
Jones 2010, 210). In other words, they consider entertainment in satire as a spoonful of 
sugar to help the medicine of critique go down. Many supporters of satire therefore agree 
┘ｷデｴ “ﾗヮｴｷ; MICﾉWﾐﾐWﾐ デｴ;デ さぷｷへデ ｷゲ ﾐﾗデ ﾐWIWゲゲ;ヴ┞ デﾗ IｴﾗﾗゲW HWデ┘WWﾐ WﾐデWヴデ;ｷﾐﾏWﾐデ ;ﾐS 
ヮﾗﾉｷデｷIゲざ HWI;┌ゲW ｪﾗﾗS ゲ;デｷヴW さI;ﾐ ｴ;┗W a┌ﾐ ;ﾐS ﾏ;ﾆW ; SｷaaWヴWﾐIW ;デ デｴW ゲ;ﾏW デｷﾏWざ ふヲヰヱヲが 
167). 
The revision of the modernist dichotomy between politics and entertainment by supporters 
of satire is an important update to a flawed model of political engagement. At the same 
time, the argument that satire has value because entertainment contributes to critique 
dates back at least as far as Horace. However, albeit an ancient idea, it has proven 
particularly difficult to prove empirically. Several empirical studies do claim that 
contemporary American television satire has (some) positive democratic effects, either on 
political knowledge acquisition and attentiveness (Bruce et al. 2014; Brewer et al. 2013; 
Young and Hoffman 2012; Xenos and Becker 2009; Cao 2010; Cao 2008) or political 
motivation and persuasion (Lee and Kwak 2014; Holbert et al. 2013) に or both (Lamarre 
2013). Similarly, other empirical studies have claimed that satire combines entertainment 
and information in a way that produces substantive democratic outcomes (Young 2013; 
Landreville et al. 2010). Yet, such optimism has been mitigated by studies stressing that 
genuine causality between satire and democratic praxis is difficult to establish (Cao and 
Brewer 2008; Brewer and Marquardt 2007). Moreover, again other studies are downright 
ヮWゲゲｷﾏｷゲデｷI ;Hﾗ┌デ ゲ;デｷヴWげゲ SWﾏﾗIヴ;デｷI WaaWIデゲ ふHart 2013; Baumgartner and Morris 2008; 
Hart and Hartelius 2007). Similar pessimistic studies have argued that audiences of satire 
typically seek entertainment rather than information (Browning and Sweetser 2014), that 
satire has less cognitive benefits than traditional media (Kim and Vishak 2008) and that it 
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even enhances feelings of inefficacy, alienation and cynicism (Balmas 2014) に although 
another study established no such relation (Hoffman and Thompson 2009).  
Iﾐ デｴW WﾐSが SWゲヮｷデW ;ﾏヮﾉW ;デデWﾐデｷﾗﾐ ｷﾐ デｴW ゲﾗIｷ;ﾉ ゲIｷWﾐIWゲ デﾗ デｴW ｷゲゲ┌W ﾗa ゲ;デｷヴWげゲ ゲﾗIｷ;ﾉ ;ﾐS 
political impact, empirical research has not yielded conclusive evidence. Surveying over a 
SWI;SWげゲ ┘ﾗヴデｴ ﾗa ヴWゲW;ヴIｴが ‘く L;ﾐIW HﾗﾉHWヴデ ｴ;ゲ IﾗﾐIﾉ┌SWS デｴ;デ さデhere is no clear evidence 
デｴ;デ ヮﾗﾉｷデｷI;ﾉ ゲ;デｷヴW ┌ゲW ｷゲ ﾐWIWゲゲ;ヴｷﾉ┞ ｪﾗﾗS ﾗヴ H;S aﾗヴ SWﾏﾗIヴ;I┞ざ ふヲヰヱンが ンヱヲぶく Iﾐ ﾗヴSWヴ デﾗ 
address this issue, Holbert and colleagues have outlined new strategies to capture the 
democratic effects of contemporary satire (Young et al. 2014). More specifically, 
ゲ┌ｪｪWゲデｷﾗﾐゲ ｴ;┗W HWWﾐ ﾏ;SW デﾗ W┝ヮ;ﾐS デｴW IﾗﾐIWヮデ┌;ﾉｷゲ;デｷﾗﾐ ﾗa ゲ;デｷヴWげゲ SWﾏﾗIヴ;デｷI WaaWIデ 
beyond easily measurable outcomes, like salience, knowledge, attitudes and political 
behaviour, to include more subtle outcomes, like joy, enthusiasm, curiosity, and an inner 
sense of political engagement (Young et al 2014, 1112-1117). Likewise, Amber Day has 
suggested focussing on the incremental shifts and changes that contemporary satire 
achieves in public debate (2011, 21-23), which she grants are difficult to measure 
empirically (2013, 427). In particular, the benefits of so-I;ﾉﾉWS けヮヴW;Iｴｷﾐｪ デﾗ デｴW Iﾗﾐ┗WヴデWSげ 
have been revalued as fostering communities and substantiating the critical attitudes 
required for political action (Day 2011, 145-146; Gray 2005, 157-159). Nevertheless, 
ゲｷﾏｷﾉ;ヴﾉ┞ ;ヴｪ┌ｷﾐｪ デｴ;デ さけぷヮへヴW;Iｴｷﾐｪ デﾗ デｴW Iﾗﾐ┗WヴデWSげ ｷゲ ﾐﾗデ ; ﾏW;ﾐｷﾐｪﾉWゲゲ ;Iデｷ┗ｷデ┞ざ ふヲヰヱヵが 
ヱΒヵぶが “ﾗヮｴｷW Q┌ｷヴﾆ IﾗﾐIWSWゲ デｴ;デ さぷデへｴW IﾗﾐデヴｷH┌デｷﾗﾐ デｴ;デ ﾏﾗゲデ IﾗﾏWSｷ;ﾐゲ ﾏ;ﾆW デﾗ ゲﾗIｷ;ﾉ 
change is, perhaps, more etherW;ﾉざ ふヲヰヱヵが ヲヰンぶく 
Moreover, not only have supporters suggested altering the parameters of social and 
political impact to include the more ethereal effects of satire, the limits of the genre as 
critique have been explicitly conceded. Ethan Thompson has distinguished between 
さゲ┌H┗Wヴデｷﾐｪ デｴW ヮﾗﾉｷデｷI;ﾉ ;ﾐS ゲ┌H┗Wヴデｷﾐｪ デｴW I┌ﾉデ┌ヴ;ﾉざが W┝ヮﾉ;ｷﾐｷﾐｪ デｴ;デ ゲ;デｷヴW デ┞ヮｷI;ﾉﾉ┞ 
succeeds in the latter rather than the former (2011, 147). Moreover, even supporters 
commonly understand a formal call to action as inimical to the genre, while satirists are 
often said to be most critically effective when they abandon their satirical framework に 
remember Jon Stewart on Crossfire (Young et al. 2014, 1123-1125). Similarly, satire seems 
most effective when combined with more directly activist strategies. As a case in point, 
Q┌ｷヴﾆ SｷゲI┌ゲゲWゲ デｴW ┘ﾗヴﾆ ﾗa M;ヴﾆ Tｴﾗﾏ;ゲ ;ゲ さW┗ｷSWﾐIW ﾗa IﾗﾏWS┞げゲ ヮﾗデWﾐデｷ;ﾉ デﾗ ヮヴﾗS┌IW 
ヴW;ﾉ ;ﾐS ゲｷｪﾐｷaｷI;ﾐデ Iｴ;ﾐｪWざが H┌デ ゲｴW ;ﾉゲﾗ ;Iﾆﾐﾗ┘ﾉWSｪWゲ デｴ;デ ｷデ ｷゲ ﾐﾗデ ﾃ┌ゲデ ｴｷゲ ゲ;デｷヴｷI;ﾉ ゲデ;ﾐS-
┌ヮが H┌デ さぷデへｴW ヮヴﾗデWゲデゲ ;ﾐS デｴW ヮヴ;ﾐks, and the links with official campaign groups, [which] 
;ヴW ┗ｷデ;ﾉ デﾗ ｴｷゲ WaaｷI;I┞ざ ふヲヰヱヵが ヲヰヲ-203). Similarly, Day mostly focuses on さｴ┞HヴｷS ゲ;デｷヴｷI 
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ｪWﾐヴWゲざが ┘ｴｷIｴ IﾗﾏHｷﾐW デｴW ヮ┌ヴヮﾗゲWゲ ﾗa ゲ;デｷヴW ┘ｷデｴ デｴﾗゲW ﾗa SﾗI┌ﾏWﾐデ;ヴ┞が ﾃﾗ┌ヴﾐ;ﾉｷゲﾏ ﾗヴ 
political street theatre (2011, 8). While illuminating, conclusions about the effects of such 
hybrids are not representative of the genre satire itself. For these reasons, despite often 
Wﾐデｴ┌ゲｷ;ゲデｷI ;ヮヮヴ;ｷゲ;ﾉゲ ﾗa ゲ;デｷヴWげゲ ゲﾗIｷ;ﾉ ;ﾐS ヮﾗﾉｷデｷI;ﾉ ┗;ﾉ┌Wが さぷ;へデ HWゲデが デｴW ヮWヴゲ┌;ゲｷ┗e effects 
ﾗa ヮﾗﾉｷデｷI;ﾉ ゲ;デｷヴW ;ヮヮW;ヴ デﾗ HW ﾏｷﾐｷﾏ;ﾉざ ふHﾗﾉHWヴデ ヲヰヱンが ンヱヰぶが ┘ｴｷﾉW さぷデへｴW WaaWIデゲ ﾗa ヮﾗﾉｷデｷI;ﾉ 
ゲ;デｷヴW ﾗﾐ デｴW ｪWﾐWヴ;デｷﾗﾐ ﾗa ヮﾗﾉｷデｷI;ﾉ ﾆﾐﾗ┘ﾉWSｪW ;ﾉゲﾗ ;ヮヮW;ヴ デﾗ HW ﾏｷﾐｷﾏ;ﾉざ ふHﾗﾉHWヴデ ヲヰヱンが 
311).  
The argument that satire has extraordinary political impact because entertainment is a 
spoonful of sugar to help the medicine of critique go down cannot be substantiated by 
empirical evidence. At the same time, the tentative suggestions about the moderate social 
and political impact of contemporary satire on American television seem plausible. 
Nevertheless, these suggestions are unlikely to attenuate the scepticism of detractors who, 
W┗ﾗﾆｷﾐｪ デｴW Fヴ;ﾐﾆa┌ヴデ “Iｴﾗﾗﾉげゲ M;ヴ┝ｷゲデ Sｷゲデヴ┌ゲデ ﾗa デｴW I┌ﾉデ┌ヴW ｷﾐS┌ゲデヴ┞が IﾗﾐゲｷSWヴ デｴWゲW 
moderate benefits as wholly reversed by the complicity of commercial satire in consumer 
capitalism (see Adorno and Horkheimer 2002 [1944]). Case in point, from the moment The 
Simpsons generated scholarly attention, scholars wondered whether its satirical critique 
could be married to its commercial success (Alberti 2004). In response, Douglas Rushkoff 
has argued that commercially successful satire like The Simpsons I;ﾐ a┌ﾐIデｷﾗﾐ ;ゲ ; けﾏWSｷ; 
┗ｷヴ┌ゲげ ﾗヴ さ; ﾏWデｴﾗS aﾗヴ ｪWデデｷﾐｪ デｴW ﾏ;ｷﾐゲデヴW;ﾏ ﾏWSｷ; デﾗ ┌ﾐ┘ｷデデｷﾐｪﾉ┞ ヮヴﾗﾏﾗデW 
Iﾗ┌ﾐデWヴI┌ﾉデ┌ヴ;ﾉ ;ｪWﾐS;ゲざ ふヱΓΓヶが 7). However, Rushkoff later problematised his claims, 
acknowledging that a media virus can only be successfully subversive for a certain period of 
time, after which its message is co-opted after all (Rushkoff, quoted in Ortved 2009, 281-2). 
Indeed, despitW Gヴ;┞げゲ ふヲヰヱヰぶ Iﾉ;ｷﾏゲ デﾗ デｴW Iﾗﾐデヴ;ヴ┞が WヮｷゲﾗSWゲ ﾗa The Simpsons did lose 
デｴWｷヴ IヴｷデｷI;ﾉ HｷデW ;ゲ デｴW aヴ;ﾐIｴｷゲW デヴ;ﾐゲaﾗヴﾏWS aヴﾗﾏ FOXげゲ ｪ;Saﾉ┞ デﾗ ｷデゲ aﾉ;ｪゲｴｷヮ ふH┞SWﾐ and 
Rabin 2007). Nonetheless, supporters may respond that the critical legacy of The Simpsons 
outweighs its economic complicity. Gray has argued that the critical value of satire lies in its 
さpotentialざ デﾗ ゲデｷﾏ┌ﾉ;デW ヴWゲｷゲデ;ﾐIW ふヲヰヰヵが Γが ﾗヴｷｪｷﾐ;ﾉ Wﾏヮｴ;ゲｷゲぶが ゲデヴWゲゲｷﾐｪ デｴ;デ The Simpsons 
さﾏ┌ゲデ ヴWﾉ┞ ﾗﾐ デｴW ;┌SｷWﾐIW デﾗ I;ヴヴ┞ デｴ;デ ヴWゲｷゲデ;ﾐIW a┌ヴデｴWヴざ ふヲ005, 168). Nevertheless, 
although Gray has identified The Simpsons ;ゲ ; さｪWﾐWヴ;デｷﾗﾐ;ﾉ デﾗ┌IｴゲデﾗﾐWざが H;ゲWS ﾗﾐ 
qualitative data from interviews, further empirical evidence that satire has significant 
political impact is sparse (2005, 128).   
Perhaps a more promising rebuttal of Marxist-ｷﾐゲヮｷヴWS ヮWゲゲｷﾏｷゲﾏ ｷゲ Gヴ;┞げゲ ;ヴｪ┌ﾏWﾐデ デｴ;デ a 
さF;┌ゲデｷ;ﾐ H;ヴｪ;ｷﾐざ ｷゲ ┌ﾐヮヴﾗHﾉWﾏ;デｷI aﾗヴ IﾗﾏﾏWヴIｷ;ﾉﾉ┞ ゲ┌IIWゲゲa┌ﾉ ゲ;デｷヴW ふヲヰヰヵが ヱヶヴ-5). As 
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Gray argues, when progressive impulses and conservative realities clash, the latter do not 
necessarily prevail over the former (2005, 167). In this respect, Jeffrey P. Jones quotes 
Michael Moore, who has quipped that さぷﾗへﾐW ﾗa デｴW HW;┌デｷWゲ ﾗa I;ヮｷデ;ﾉｷゲﾏ ｷゲ デｴ;デ デｴW┞げﾉﾉ ゲWﾉﾉ 
┞ﾗ┌ デｴW ヴﾗヮW デﾗ ｴ;ﾐｪ デｴWﾏゲWﾉ┗Wゲ ｷa デｴW┞ HWﾉｷW┗W デｴ;デ デｴW┞ I;ﾐ ﾏ;ﾆW ﾏﾗﾐW┞ざ ふ2010, 156). At 
the same time, Gray does concede that a Faustian bargain Wﾐデ;ｷﾉゲ デｴ;デ IﾗﾏﾏWヴIｷ;ﾉ ゲ;デｷヴW さｷゲ 
never completely subversive, for to be so would be to risk either termination, and/or 
Iｴ;ヴｪWゲ ﾗa ヮ;デヴﾗﾐｷ┣;デｷﾗﾐ ;ﾐSっﾗヴ ｴ┞ヮﾗIヴｷゲ┞ざ ふGヴ;┞ ヲヰヰヵが ヱヶΒぶく “ｷmilar to George A. Test 
(1991, 54), Gray (2005, 11-12) has further developed the relationship between complicit 
satirists and their powerful targets デｴヴﾗ┌ｪｴ デｴW けaﾗﾗﾉ ;ﾐS ﾆｷﾐｪげ ;ﾐ;ﾉﾗｪ┞く Following this 
analogy, satirists are like medieval court jesters who receive a license from the king to 
subvert, on the condition that the subversion only goes so far. The fool and king analogy is 
insightful because it conceptualises how satire can have moderate social and political 
impact. At the same time, the analogy does not sustain any extraordinary value of satire as 
critique in a liberal democracy. By contrast, whereas the license to critique granted to fools 
may be particularly valuable in totalitarian regimes, it seems superfluous in liberal 
democracies, where everybody has a license to be critical to some degree. Surely, nobody 
would deny that there are ideas at least as critical as the satire of Samantha Bee or John 
Oliver widely available in bookshops and other fora.  
Moreover, rather than substantiating the political and social value of satire, detractors may 
argue that the fool and king analogy ultimately undermines it. The fool and king analogy 
WIｴﾗWゲ Mｷﾆｴ;ｷﾉ B;ﾆｴデｷﾐげゲ ｷSW;ゲ ;Hﾗ┌デ ﾏWSｷW┗;ﾉ I;ヴnival and is vulnerable to the same 
rebuttals. Bakhtin has characterised the carnival as a time and space where official norms 
and laws were inverted (see Stam 1989). Similarly, scholars have identified artistic 
transgressions like satire, alongside those of comedy and animation, as contemporary 
ﾏ;ﾐｷaWゲデ;デｷﾗﾐゲ ﾗa デｴW けI;ヴﾐｷ┗;ﾉWゲケ┌Wげ ふTｴﾗﾏヮゲﾗﾐ ヲヰヱヱが ヶヵき Gヴ;┞, Jones and Thompson 
2009, 10; Gray 2005, 107; Baym 2010, 108ff/129). In particular, the satirical transgressions 
of South Park have regularly been understood as a contemporary carnival (Thompson 2009; 
Johnson-Woods 2007, xii). However, since the carnival is only a temporary and 
institutionalised transgression, its subversiveness has been questioned by detractors. 
Specifically, drawing on Umberto Eco (1984a), who dismissed the authorised transgression 
of the carnival as a conservative tool to maintain the status quo, Julie Webber questions 
the social and political impact of commercial satire (2013, 6/147). Similarly, Dustin Griffin 
sceptically wonders whether satire is not just さ; ｴ;ヴﾏﾉWゲゲ ┘;┞ デﾗ ;ﾉﾉﾗ┘ デｴW ┗Wﾐデｷﾐｪ ﾗa 
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S;ﾐｪWヴﾗ┌ゲ ゲデW;ﾏざ ふヱΓΓヴが ヱヵヶぶく “デｷﾉﾉが ;ﾉHWｷデ デｴWヴW ｷゲ ﾐﾗ ヴW;ﾉ W┗ｷSWﾐIW デｴ;デ ゲ;デｷヴW ｴ;ゲ 
significant critical impact, neither is there proof that it breeds cynicism. Moreover, even if 
satire were in part to function as emotional relief, such a therapeutic function need not 
necessarily be inimical to critical commitment. At best, the political impact of satire may 
indeed be more moderate than some supporters would have hoped, but the genre does 
therefore not necessarily uphold the status quo by fostering moral indifference.  
Iﾐ IﾗﾐIﾉ┌ゲｷﾗﾐが デｴW ┌ヮS;デWS ┗Wヴゲｷﾗﾐ ﾗa Hﾗヴ;IWげゲ ;ヴｪ┌ﾏWﾐデ デｴ;デ ゲ;デｷヴW ｷゲ ﾏﾗヴW WaaWIデｷ┗W ;ゲ 
critique because it entertains proves a non-starter. At best, the political impact of satire is 
limited. Nevertheless, it does not follow that satire has no political value. By themselves, 
many other critical practices, including most scholarship, volunteering or charity, also 
cannot claim extraordinary emancipatory efficacy. Still, they may incrementally contribute 
to emancipation, with some practices having a larger impact than others. Maybe satire can 
be one practice among many that contributes to emancipation, even if it cannot claim 
extraordinary efficacy. It follows that supporters of satire need not prove that the genre has 
extraordinary political impact in order to refute accusations of cynicism. Moreover, 
overestimations of ゲ;デｷヴWげゲ ヮﾗﾉｷデｷI;ﾉ ┗;ﾉ┌W ;ヴW pernicious because they set the genre up for 
failure. Since the political impact of satire is not particularly significant, it may seem that 
the genre is on the whole rather insignificant. However, the significance of satire is not 
determined by its political impact to change the world. Instead, in the next chapters, I will 
develop the argument that satire has cognitive value because it informs about the world 
and therapeutic value because it develops strategies to cope with it. Still, in order to 
substantiate these arguments, some preparatory philosophical groundwork is required. The 
theoretical understanding of both entertainment and critique has remained philosophically 
underdeveloped in recent debates. In particular, ideas about critique have been negatively 
impacted by postmodern anxieties about truth and ethics. Addressing these anxieties, I will 
introduce a philosophical framework which will later permit me to investigate the cognitive 
value of satire as critique and the therapeutic function of entertainment to cope with the 
limits of critique.  
4. POSTMODERN ANXIETIES ABOUT CRITIQUE  
The political impact of satire as critique is at best moderate. Yet, even a moderate claim 
;Hﾗ┌デ ゲ;デｷヴWげゲ IﾗﾐデヴｷH┌デｷﾗﾐ デﾗ Wﾏ;ﾐIｷヮ;デｷﾗﾐ ;ﾉﾗﾐｪゲｷSW ﾗデｴWヴ IヴｷデｷI;ﾉ ヮヴ;IデｷIWゲ ;ゲゲ┌ﾏWゲ デｴ;デ 
satire can convey truths about the world and, specifically, what is wrong with it. However, 
in the wake of postmodernism, the very idea of truth, especially in the domain of ethics, 
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has been problematised in debates about satire. Postmodernism introduced a relativism 
about truth according to which assertions have no objective validity but simply express 
personal opinion. In particular, such epistemological scepticism capitalised on anxieties 
about the legitimisation of moral judgements. Accordingly, postmodern relativism about 
moral truth deeply problematises the legitimacy of critique. These postmodern anxieties 
about critique have strongly informed recent debates about the value of satire. On the one 
ｴ;ﾐSが Sヴ;┘ｷﾐｪ ﾗﾐ ヮﾗゲデﾏﾗSWヴﾐ aヴ;ﾏW┘ﾗヴﾆゲが SWﾐｷWヴゲ ｴ;┗W Sﾗ┘ﾐヮﾉ;┞WS ゲ;デｷヴWげゲ ;ゲヮｷヴ;デｷﾗﾐゲ ;ゲ 
critique, while detractors have dismissed the genre for its alleged relativism. On the other 
hand, supporters have commonly praised satire like The Daily Show with Jon Stewart or The 
Colbert Report exactly for opposing the soggy relativism of postmodern journalism. 
Nevertheless, these defences are themselves often compromised by postmodern anxieties 
about truth and ethics common in the humanities. Since these postmodern anxieties about 
truth and ethics have not been appropriately dispelled in recent debates about satire, I will 
propose a meta-ethical investigation to safeguard the function of the genre as critique.  
As a form of critique, satire can be situated in a tradition of enlightenment. Manifesting 
itself in various socio-historical contexts, enlightenment is propelled by the will to truth in 
order to overcome untruth. Metaphorically speaking, enlightenment brings light where 
previously there was obscurity. In the West, the beginning of this anti-obscurantist project 
is commonly situated in the Ionian Enlightenment of the sixth century BC. More specifically, 
it is Thales of Miletus who has been remembered as the first real seeker-of-truth. Thales is 
said to have developed a method of inquiry into naturalistic phenomena which did not 
appeal to mythology and the supernatural, but exclusively to reason and naturalistic 
explanations. A century later, in Athens, Socrates transposed this polemical enlightenment 
from the natural sciences to the domain of ethics. More specifically, aiming to emancipate 
his fellow citizens by stinging them out of complacency, Socrates originated the tradition of 
critique in the West (Bronner 2011, 1). In this respect, comparisons between satire and 
philosophy, specifically philosophy as embodied by Socrates, are significant because they 
rightfully situate satire in a tradition of enlightenment (see Introduction). Incorporating the 
purpose to critique, satire too is propelled by the will to shine the light of truth in order to 
foster emancipation.  
However, the ideals of enlightenment are fragile. Peter Sloterdijk has characterised 
WﾐﾉｷｪｴデWﾐﾏWﾐデ ;ゲ ; さヮﾗﾉWﾏｷI;ﾉ ヴW;ﾉｷゲﾏ デｴ;デ SWIﾉ;ヴWゲ ┘;ヴ ﾗﾐ ;ヮヮW;ヴ;ﾐIWゲぎ Oﾐﾉ┞ デｴW naked 
truths, the naked a;Iデゲ ゲｴﾗ┌ﾉS HW ヴWｪ;ヴSWS ;ゲ ┗;ﾉｷSざ ふヱΓΒΑが ンンヰが ﾗヴｷｪｷﾐ;ﾉ Wﾏヮｴ;ゲｷゲぶく 
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AIIﾗヴSｷﾐｪ デﾗ “ﾉﾗデWヴSｷﾃﾆが デｴｷゲ ヮﾗﾉWﾏｷI;ﾉ ヴW;ﾉｷゲﾏ ｷゲ ﾐﾗデ さ;ﾐ ┌ﾐヮヴﾗHﾉWﾏ;デｷI Hヴｷﾐｪer of light. 
WｴWヴW ｷデ ｴ;ゲ ;ﾐ WaaWIデが ; デ┘ｷﾉｷｪｴデ ;ヴｷゲWゲざ ふヱΓΒΑが ヲヲぶく AaデWヴ デｴW ｴｷゲデﾗヴｷI;ﾉ EﾐﾉｷｪｴデWﾐﾏWﾐデ ﾗa 
the seventeenth and eighteenth century in the West, this twilight crystallised as 
ヮﾗゲデﾏﾗSWヴﾐｷデ┞く “ﾉﾗデWヴSｷﾃﾆ ┘;ヴﾐゲ デｴ;デ さぷデへﾗ Iﾗﾐデｷﾐ┌W WﾐﾉｷｪｴデWﾐﾏWﾐデ ﾏWans to be prepared 
for the fact that everything that in consciousness is mere morality will lose out against the 
┌ﾐ;┗ﾗｷS;HﾉW ;ﾏﾗヴ;ﾉｷゲﾏ ﾗa デｴW ヴW;ﾉざ ふヱΓΒΑが Βヲぶく Aﾉデｴﾗ┌ｪｴ デｴW EﾐﾉｷｪｴデWﾐﾏWﾐデ ｴ;S ｪヴW;デ 
emancipatory ideals, its moral aspirations were problematised by the very real 
さデWIｴﾐﾗﾉﾗｪｷI;ﾉ ;デヴﾗIｷデｷWゲ ﾗa デｴW デ┘WﾐデｷWデｴ IWﾐデ┌ヴ┞が aヴﾗﾏ VWヴS┌ﾐ デﾗ デｴW G┌ﾉ;ｪが aヴﾗﾏ 
A┌ゲIｴ┘ｷデ┣ デﾗ Hｷヴﾗゲｴｷﾏ;ざ ふ“ﾉﾗデWヴSｷﾃﾆ ヱΓΒΑが ヱヱぶく AIIﾗヴSｷﾐｪ デﾗ “ﾉﾗデWヴSｷﾃﾆが ヴW;ﾉｷデ┞げゲ ヴWゲｷゲデ;ﾐIW デﾗ 
ﾏﾗSWヴﾐｷデ┞げゲ WﾐﾉｷｪｴデWﾐWS ｷSW;ﾉゲ ゲデｷﾏ┌ﾉ;デWS さ; ┌ﾐｷ┗Wヴゲ;ﾉが Sｷaa┌ゲW I┞ﾐｷIｷゲﾏざ ふヱΓΒΑが ンぶく Iﾐ 
ヮﾗゲデﾏﾗSWヴﾐｷデ┞が デｴｷゲ I┞ﾐｷIｷゲﾏ ﾏ;ﾐｷaWゲデWS ｷデゲWﾉa ｷﾐ さ; ヴ;SｷI;ﾉが ｷヴﾗﾐｷI デヴW;デﾏWﾐデ ふIronisierung) 
of ethics and of social conventions, as if universal laws existed only for the stupid, while 
that fatally clever smile plays on the ﾉｷヮゲ ﾗa デｴﾗゲW ｷﾐ デｴW ﾆﾐﾗ┘ざ ふ“ﾉﾗデWヴSｷﾃﾆ ヱΓΒΑが ヴぶく 
According to Sloterdijk, a postmodern cynic さｴW;ヴゲ けa┌ﾐS;ﾏWﾐデ;ﾉ ┗;ﾉ┌Wゲげ ;ﾐS ｷﾐ┗ﾗﾉ┌ﾐデ;ヴｷﾉ┞ 
ゲWWゲ ﾏ┌ゲｴヴﾗﾗﾏ Iﾉﾗ┌Sゲ ヴｷゲW ┌ヮざ ふヱΓΒΑが ヱヱΓぶく 
Moreover, the values of the Enlightenment were not only challenged by historical 
developments in postmodernity. At the same time, academic postmodernism launched an 
attack on the theoretical foundations which sustained these values. In particular, 
postmodern philosophers interpreted Friedrich Nietzsche as outlining a nihilism according 
デﾗ ┘ｴｷIｴ ;ﾉﾉ けデヴ┌デｴげ ｷゲ ヴWﾉ;デｷ┗W デﾗ ｷﾐSｷ┗ｷS┌;ﾉ ヮWヴゲヮWIデｷ┗Wゲく PﾗゲデﾏﾗSWヴﾐｷゲﾏ デｴWヴWaﾗヴW 
concluded there is さﾉｷデWヴ;ﾉﾉ┞ ; ヮﾉ┌ヴ;ﾉｷデ┞ ﾗa ┘ﾗヴﾉSゲざ デﾗ ┘ｴｷIｴ ; ヮﾉ┌ヴ;ﾉｷデ┞ ﾗa ヮWヴゲヮWIデｷ┗Wゲ 
corresponds (Blackburn 2005, 36). For postmodernists, this situation justified a complete 
ゲ┞ﾏﾏWデヴ┞ ﾗa ゲデ;ﾐSｷﾐｪ HWデ┘WWﾐ ﾗヮｷﾐｷﾗﾐゲが ┘ｴｷIｴ ;ヴW ;ﾉﾉ Wケ┌;ﾉﾉ┞ けデヴ┌Wげが ゲｷﾐIW ﾐﾗﾐW ｴ;ゲ 
┌ﾐﾏWSｷ;デWS ;IIWゲゲ デﾗ デｴW けヴW;ﾉげく PWヴｴ;ヮゲ ゲ┌ヴヮヴｷゲｷﾐｪﾉ┞が デｴｷゲ NｷWデ┣IｴW;ﾐ ヮWヴゲヮWIデｷ┗ｷゲﾏ ┘;ゲ 
celebrated by postmodernists as an emancipation from enlightenment and the tyranny of 
sameness imposed by its concept of truth (Lyon 1994, 5-16). Accordingly, while denouncing 
WﾐﾉｷｪｴデWﾐﾏWﾐデげゲ IﾗﾏﾏｷデﾏWﾐデ デﾗ デヴ┌デｴが デｴｷゲ ヮﾗゲデﾏﾗSWヴﾐ IWﾉWHヴ;デｷﾗﾐ ﾗa SｷaaWヴWﾐIW ヴWI┞IﾉWS 
its emancipatory ideal. However, exactly by problematising and relativising truth, the 
emancipatory dream of postmodernism ultimately imploded. Postmodernism has been 
criticised because its relativistic understanding of truth is unable to support ethical praxis, 
including critique. If everything is only a matter of opinion, dismissing a practice or 
discourse as untrue becomes impossible. In this manner, postmodern relativism became 
associated with a soggy attitude of けeverything goesげく Aデ デｴW ゲ;ﾏW デｷﾏWが ヮﾗゲデﾏﾗSWヴﾐｷゲﾏげゲ 
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amorality was said to cultivate self-interestedness and cynicism, as highlighted by Ted Rall 
in his dystopian graphic novel, 2024 (fig. 9).  
 
Figure 9 
The postmodern challenge to enlightenment impacted the understanding of satire in 
scholarship. Writing in the mid-1990s, Dustin Griffin challenged tｴW さIﾗﾐゲWﾐゲ┌ゲざ 
established in the 1960s that literary satire has a moral function (1994, 1). Among the 
targeted consensus scholars was Northrop Fry, who understood satire as an art with さmoral 
ﾐﾗヴﾏゲ ぷ┘ｴｷIｴへ ;ヴW ヴWﾉ;デｷ┗Wﾉ┞ IﾉW;ヴざ ;ﾐS さゲデ;ﾐS;ヴSゲ ;ｪ;ｷﾐゲデ ┘ｴｷIh the grotesque and absurd 
;ヴW ﾏW;ゲ┌ヴWSざ ふ1957, 223). By contrast, Griffin considered it naïve to think that satirists 
have relatively clear moral visions which they succeed in communicating to a receptive 
audience. Moreover, in true postmodern fashion, Griffin stressed that さぷデへﾗ ;ゲゲ┌ﾏW デｴ;デ ; 
ゲ;デｷヴｷゲデ ﾗヴ ; ｴｷゲデﾗヴｷ;ﾐ ｷゲ ゲｷﾏヮﾉ┞ ヴWaWヴヴｷﾐｪ デﾗ けデヴ┌デｴげ ﾗヴ デﾗ けｴｷゲデﾗヴ┞げ ｷゲ デﾗ HW ヮWヴゲ┌;SWS H┞ デｴ;デ 
┘ヴｷデWヴげゲ ┗Wヴゲｷﾗﾐ ﾗa W┗Wﾐデゲざ ふヱΓΓヴが ヱンヲぶく LｷﾆW┘ｷゲWが Cｴ;ヴﾉWゲ Kﾐｷｪｴデ IﾗﾐゲｷSWヴWS ﾉｷデWヴ;ヴ┞ ゲ;デｷヴW ;ゲ 
さｷﾐSWヮWﾐSWﾐデ ﾗa ﾏﾗヴ;ﾉ ヮ┌ヴヮﾗゲWざが ゲデヴWゲゲｷﾐｪ デｴ;デ さﾐﾗヴﾏゲ ;ヴW ﾐﾗデ WゲゲWﾐデｷ;ﾉ デﾗ ゲ;デｷヴWが ┘ｴｷIｴ 
may make judgements by internal shifts of perception that do not appeal to external values 
ﾗヴ H┞ ｷSWﾐデｷa┞ｷﾐｪ デｴW ゲ;デｷヴｷI ﾗHﾃWIデ ;ゲ ヴｷSｷI┌ﾉﾗ┌ゲ ヴ;デｴWヴ デｴ;ﾐ ｷﾏﾏﾗヴ;ﾉざ ふヲヰヰヴが ヵぶく “ｷﾏｷﾉ;ヴﾉ┞が 
postmodernism impacted analyses of satire in popular media. In his analysis of The 
Simpsons, Duncan Beard argued that  
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[b]ecause postmodern satire does not conform to earlier definitions of satire, which 
maintain that satirical criticism must be based upon an implicit or explicit set of 
values, the relative and reflexive ground of postmodern satire rarely finds a positive 
voice of rejuvenation to provide alternative visions for situations that have been 
satirically criticized as unfavorable (2004, 287). 
While such postmodern understandings of satire were a cause of celebration to some, 
others, who were still upholding the modernist frameworks of the enlightenment, were 
alarmed by the relativism the genre was said to exhibit.  
The impact of academic postmodernisms on the scholarly reception of satire did not inspire 
unanimous praise of the genre. Instead, worries about postmodern relativism informed 
arguments of detractors who dismissed satire as stimulating indifference and cynicism. 
Sticking to the reception of The Simpsons, Josh Ozersky argued that its postmodern 
relativism made audiences さﾉWゲゲ ｷﾐIﾉｷﾐWS デﾗ ﾗHﾃWIデ デﾗ デｴW Iﾗﾐデｷﾐ┌ｷﾐｪ ヮヴWゲWﾐIW ﾗa ┌ﾐゲ;aW 
workplaces, vast corporations, the therapy racket, and all the other deserving targets of The 
Simpsonsげ ｴ;ヴﾏﾉWゲゲ H;ヴHゲざ ふヱΓΓヱ, 92ぶく “ｷﾏｷﾉ;ヴﾉ┞が C;ヴﾉ M;デｴWゲﾗﾐ ゲデ;デWS デｴ;デ さThe Simpsons 
does not promote anything, because its humor works by putting forward positions only in 
ﾗヴSWヴ デﾗ ┌ﾐSWヴI┌デ デｴWﾏざ ふヲヰヰヱが 118). For this reason, James Wallace dismissed The 
Simpsons aゲ さnihilistic (everything is a target) and conservative (the traditional social order 
WﾐS┌ヴWゲぶざ ふヲヰヰヱが 246). Likewise, Carl Bybee and Ashley Overbeck criticised The Simpsons for 
aﾗヴﾏ┌ﾉ;デｷﾐｪ さ; ヮﾗゲデﾏﾗSWヴﾐｷゲﾏ ﾗa SWゲヮ;ｷヴざ ;ﾐS さSWﾐぷ┞ｷﾐｪへ ┗ｷW┘Wヴゲ ;ﾐ┞ ｴﾗヮW ふぐぶ aor dealing 
┘ｷデｴ デｴW ヮﾗゲデﾏﾗSWヴﾐ ┘ﾗヴﾉSざが ゲｷﾐIW さ;ﾉﾉ ゲﾗIｷ;ﾉ ﾗヴ ヮﾗﾉｷデｷI;ﾉ ;Iデｷﾗﾐ ｷゲ Wケ┌;ﾉﾉ┞ a┌デｷﾉW ;ﾐS ;Hゲ┌ヴSざ 
(2001, 10). Clearly, the influence of postmodernism in academia, especially in the 
humanities, problematised the idea that satire like The Simpsons affirmed a moral position.  
 
By contrast, supporters of satire like The Daily Show with Jon Stewart and The Colbert 
Report commonly hailed these programmes as a defence of modernist enlightenment 
against pernicious postmodern journalism. Convinced that no representation of reality can 
ever be objective and encompassing, mainstream journalism aimed to avoid bias during the 
George W. Bush years by offering an overview of competing truth-claims on any given 
issue. However, aiming to avoid bias, postmodern journalism exactly provided a forum for 
┘ｴ;デ H;ヴヴ┞ Fヴ;ﾐﾆa┌ヴデ ｴ;ゲ I;ﾉﾉWS けH┌ﾉﾉゲｴｷデげ ﾗヴ ｴ┞ヮWヴ-partisan discourse that is indifferent to 
truth in pursuit of its own agenda (Baym 2010, 177ff). Ironically, although academic 
postmodernisms shared the emancipatory ideals of the political left, postmodern 
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ﾃﾗ┌ヴﾐ;ﾉｷゲﾏ ｪWﾐWヴ;デWS ; aヴWW ﾏ;ヴﾆWデ ﾗa けデヴ┌デｴげ ｷﾐ ┘ｴｷIｴ デｴW ヴｷｪｴデ ┘;ゲ ;HﾉW デﾗ ゲヮｷﾐ ｷデゲ 
imperialistic agenda に culminating in the 2003 invasion of Iraq (McClennen 2012, 42ff; 
Jones 2010, 43ff). In reaction, supporters of satire like The Daily Show and The Colbert 
Report framed these programmes as an explicit critique of postmodern bullshit (Jones 
ヲヰヱヰき B;┞ﾏ ヲヰヱヰき MICﾉWﾐﾐWﾐ ヲヰヱヲぶく Iﾐ Bヴｷデ;ｷﾐが Aヴﾏ;ﾐSﾗ I;ﾐﾐ┌IIｷげゲ The Thick of It (BBC, 
2005-2012) mounted a similar critique of political spin in a climate of moral relativism 
(Higgie 2012). As a critique of the proliferation of bullshit in postmodern times, satire has 
been praised by supporters as continuing the modernist legacy of truth and enlightenment.  
 
However, at the same time, the resonance of academic postmodernisms has made such 
talk of truth, especially in the domain of ethics, uncomfortable. This ambiguity can be 
SｷゲIWヴﾐWS ｷﾐ IﾗﾏﾏWﾐデゲ H┞ Jﾗﾐ “デW┘;ヴデく Oﾐ デｴW ﾗﾐW ｴ;ﾐSが “デW┘;ヴデ ｴ;ゲ Iﾉ;ｷﾏWS デｴ;デ さデｴWヴW 
areねshould beねyou know, truths, actual truths and someone should be there to help 
;ヴHｷデヴ;デW デｴ;デざ ふケ┌ﾗデWS ｷﾐ D;┞ ヲヰヱヱが Αヴぶく Oﾐ デｴW ﾗデｴWヴ ｴ;ﾐSが “デW┘;ヴデ ﾏｷデｷｪ;デWゲ デｴ;デ さぷﾗへ┌ヴ 
;┌SｷWﾐIW I;ﾐ ┘;デIｴ ┘ｷデｴﾗ┌デ aWWﾉｷﾐｪ ﾉｷﾆW ┘WげヴW ｪヴ;HHｷﾐｪ デｴWﾏ H┞ デｴW ﾉ;ヮWﾉゲ ;ﾐS ゲｴﾗ┌デｷﾐｪが 
けTｴｷゲ ｷゲ デｴW デヴ┌デｴぁげ ｷﾐ デｴWｷヴ a;IWゲく O┌ヴ ゲｴﾗ┘ ｷゲ ;Hﾗ┌デ ﾐﾗデ ﾆﾐﾗ┘ｷﾐｪ ┘ｴ;デ デｴW デヴ┌デｴ ｷゲざ ふケ┌ﾗデWS 
in Jones 2010, 76). Similarly, while supporters have praised satire for its critique, they are 
ﾗaデWﾐ ;ﾏHｷ┗;ﾉWﾐデ ;Hﾗ┌デ ｷデゲ ヴWﾉ;デｷﾗﾐ デﾗ デヴ┌デｴく AIIﾗヴSｷﾐｪ デﾗ ‘┌ゲゲWﾉﾉ PWデWヴゲﾗﾐが さぷヴへWal satire 
ゲヮW;ﾆゲ デヴ┌デｴ デﾗ ヮﾗ┘Wヴざ ふヲヰヰΒが ヱヲΒぶ ;ﾐS ゲ;デｷヴｷゲデゲ ヮヴWゲWﾐデ デｴWﾏゲWﾉ┗Wゲ ;ゲ さデWﾉﾉｷﾐｪ ┌ゲ デｴW 
capital-T Tヴ┌デｴざ ふヲヰヰΒが ヱヲヵぶく Aデ デｴW ゲ;ﾏW デｷﾏWが PWデWヴゲﾗﾐ ;ヴｪ┌Wゲ デｴ;デ さけデヴ┌デｴげ ｷゲ ﾏ┌Iｴ ﾉWゲゲ ﾗa 
; ﾏW;ﾐｷﾐｪa┌ﾉ IﾗﾐIWヮデ デｴ;ﾐ ┘W ┘ﾗ┌ﾉS ﾉｷﾆW デﾗ デｴｷﾐﾆざ ふヲヰヰΒが ヱヴヵぶく PWterson even advocates 
aﾗヴ ゲﾗﾏW SWｪヴWW ﾗa H┌ﾉﾉゲｴｷデ ｷﾐ ゲﾗIｷWデ┞が ;ヴｪ┌ｷﾐｪ デｴ;デ さぷｷへデげゲ aｷﾐW aﾗヴ ヮｴｷﾉﾗゲﾗヮｴWヴゲ ﾉｷﾆW PヴﾗaWゲゲﾗヴ 
Fヴ;ﾐﾆa┌ヴデ デﾗ ヮ┌ヴゲ┌W Uﾉデｷﾏ;デW Tヴ┌デｴが H┌デ デｴW ヴWゲデ ﾗa ┌ゲ ｴ;┗W デﾗ ﾉｷ┗W ｴWヴWざ ふヲヰヰΒが ヲヰヵぶく TｴWゲW 
ambiguities in defences of satire as critique reflect some the unresolved anxieties about 
truth and ethics common in the wake of postmodernism. Very often, these anxieties are 
rooted in a mistaken conception of truth, especially moral truth, as something so ultimate 
that it cannot realistically be comprehended by satirists or anybody else. In order to redress 
this situation, I propose a meta-ethical investigation to normalise truth, including moral 
truth, and safeguard the function of satire as critique.  
 
5. DISPELLING POSTMODERN RELATIVISM  
In what follows, I set out to dispel anxieties about relativism by arguing that truth is far less 
a problematic concept than postmodernists have assumed, even in the domain of ethics. 
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The problematic of truth is commonly overestimated because postmodernism has targeted 
;ﾐ WヴヴﾗﾐWﾗ┌ゲ IﾗﾐIWヮデｷﾗﾐ ﾗa デヴ┌デｴが ヴﾗﾗデWS ｷﾐ Pﾉ;デﾗげゲ ﾏWデ;ヮｴ┞ゲｷIゲく AIIﾗヴSｷﾐｪ デﾗ Pﾉ;デﾗが デｴW 
empirical world is in constant flux, which is why sensory perception does not produce 
knowledge (epistème), but mere opinion (doxa). On a Platonic metaphysics, true knowledge 
is nonetheless possible, but it only results from the intellectual contemplation of a 
transcendent world which is permanent and unchangeable. However, propelled by its own 
will to truth, enlightenment came to unmask the falsity of Platonic metaphysics and its 
historical manifestation, Christianity. Secularism destroyed the belief in a transcendent 
world and accordingly also the possibility of true knowledge. In a disenchanted universe, all 
that remained was the empirical world of impure opinions. Accordingly, postmodern 
philosophers argue that enlightenment unmasked the falsity of its own truth-conception. In 
response, they urge that the absolute conception of truth ought to be replaced by 
relativism.  
 
However, the problem of postmodernism is that despite its dismissal of absolute truth, it 
nonetheless still adheres to a Platonic metaphysics. The Platonic understanding of truth 
demands that true knowledge must bear on an independent reality which is objectively 
accessible by reason. However, since Kant, it is common philosophical knowledge that 
reason can only access a reality constructed by its own categories. Access to reality as such 
is transcendental. In response to Kantian constructivism, postmodernism draws the 
Platonic conclusion that true knowledge about the empirical world is impossible. Not only 
do postmodernists consider the world in itself unknowable, but they argue that the 
conceptual categories which construct understanding of the world as it appears are not 
universal, but relative to socio-historical contexts. The result is epistemological chaos. 
CﾗﾐaｷﾐWS デﾗ Pﾉ;デﾗげゲ ┘ﾗヴﾉS ﾗa ﾏWヴW ﾗヮｷﾐｷﾗﾐゲが ヮﾗゲデﾏﾗSWヴﾐｷゲﾏ ;S┗ﾗI;デWゲ ; ヴWﾉ;デｷ┗ｷゲﾏ ;Hﾗ┌デ 
truth according to which all perspectives are Wケ┌;ﾉﾉ┞ けデヴ┌Wげが ゲｷﾐIW ﾐﾗﾐe has unmediated 
;IIWゲゲ デﾗ デｴW けヴW;ﾉげく Cヴ┌Iｷ;ﾉﾉ┞が ｷデ aﾗﾉﾉﾗ┘ゲ デｴ;デ Iヴｷデｷケ┌W HWIﾗﾏWゲ ｷﾏヮﾗゲゲｷHﾉWが aﾗヴ ﾗﾐW ヮﾗゲｷデｷﾗﾐ 
can no longer be assessed as better or worse than another. For this reason, postmodern 
approaches ultimately dismiss satire as nonsensical or, as discussed above, disavow its 
moral motivation. However, this postmodern reasoning and its dismissal of critique is 
flawed, because it remains faithful to the mistaken Platonic demand that truth must bear 




The Platonic conception of truth as absolute because bearing on an independent reality is 
mistaken and must be replaced by a minimalist understanding (see Blackburn 2006). 
Mｷﾐｷﾏ;ﾉｷゲﾏ ;Hﾗ┌デ デヴ┌デｴ SｷゲﾏｷゲゲWゲ デｴ;デ デｴW IﾗﾐIWヮデ けデヴ┌デｴげ ｷゲ ; substantial property shared 
by all true assertions. Instead, minimalism proposes that truth is not a property at all. Truth 
ｷゲ デヴ;ﾐゲヮ;ヴWﾐデく Iデ ﾏ;ﾆWゲ ﾐﾗ SｷaaWヴWﾐIW デﾗ ゲ;┞ さデｴ;デ ｷデ ｷゲ ヴ;ｷﾐｷﾐｪが ﾗヴ ｷデ ｷゲ デヴ┌W デｴ;デ ｷデ ｷゲ ヴ;ｷﾐｷﾐｪが 
ﾗヴ デヴ┌W デｴ;デ ｷデ ｷゲ デヴ┌W デｴ;デ ｷデ ｷゲ ヴ;ｷﾐｷﾐｪが ;ﾐS ゲﾗ ﾗﾐ aﾗヴW┗Wヴざ ふBﾉ;IﾆH┌ヴﾐ 2006, 60). By contrast, 
it does make a difference when saying that it is raining or that it is useful that is raining or 
that it is useful that it useful that is raining. The fact that truth is transparent entails no 
extra metaphysical issue about the nature of truth or an independent reality is introduced 
H┞ ;ゲゲWヴデｷﾐｪ けｷデ ｷゲ デヴ┌W デｴ;デ ｷゲ ヴ;ｷﾐｷﾐｪげ ｷﾐゲデW;S ﾗa けｷデ ｷゲ ヴ;ｷﾐｷﾐｪげく TｴW ｷゲゲ┌W ゲｷﾏヮﾉ┞ ヴWﾏ;ｷﾐゲ 
whether it is raining or not, which is not resolved by metaphysical reflection, but simply by 
checking the weather. According to minimalism, every assertion introduces an issue which 
needs to be settled on its own terms. So, on a minimalist understanding, what makes an 
assertion about a given issue true is what happens to be the case in that instant. 
Schematically, p is true if and only if p. 
 
Mｷﾐｷﾏ;ﾉｷゲﾏ ;Hﾗ┌デ デヴ┌デｴ ｷゲ ヴWﾉ;デWS デﾗ WｷデデｪWﾐゲデWｷﾐげゲ IﾗﾐIWヮデｷﾗﾐ ﾗa ﾉ;ﾐｪ┌;ｪW ｪ;ﾏWゲく 
According to minimalism, making an assertion is like playing a game, which comes with its 
own rules of establishing truth. Different games have different rules, but once those rules 
are agreed, it is simply a matter of following them in order to establish whether an 
assertion is true. According to postmodern thinkers like Jean-François Lyotard (1979), 
WｷデデｪWﾐゲデWｷﾐげゲ IﾗﾐIWゲゲｷﾗﾐ デｴ;デ ;ゲゲWゲゲｷﾐｪ デヴuth in various language games is not governed 
by one and the same rule entails a relativism about truth. However, although different rules 
apply to point-scoring in different games like football and basketball, which are relative to 
these respective sports, keeping score in these sports is itself not relative to human 
subjectivity. Similarly, in order to establish the truth about a given issue, there are rules in 
place which are relative to the issue in question, but not relative to subjective perspectives. 
Yet, postmodernists may again counter that Wittgensteinian minimalism does not provide 
an external foundation for the validity of the rules relative to specific language games. This 
postmodern concern need not trouble minimalists about truth. The right response to this 
argument is that the validity of the rules becomes apparent simply through playing the 
game. In this respect, the demand that these rules must be validated by unmediated access 




Concretely, suppose the issue is whether it is true that there is a bus bearing down on me 
as I try to cross the street. This issue comes with its own rules, which are the rules of 
empirical verification. I simply have to look if there is indeed a bus approaching or not. 
Nevertheless, suppose somebody suggested that the issue is equally well resolved by 
Iﾗﾐゲ┌ﾉデｷﾐｪ デｴW ｪﾗSゲ ﾗヴ ﾉｷゲデWﾐｷﾐｪ デﾗ ┗ﾗｷIWゲ ｷﾐ ﾗﾐWげゲ ｴW;Sく TｴWヴW ｷゲ ｷﾐSWWS ﾐﾗ aﾗ┌ﾐS;デｷﾗﾐ 
external to the language game of empirical verification to dismiss the validity of these 
religious or psychotic rules. Nonetheless imposing the rules of empirical verification as the 
only valid ones might therefore be dismissed by postmodernists as an ideological act, 
imposing a particular agenda. However, appeal to an external foundation or independent 
reality is not necessary to justify the validity of empirical verification in the domain of 
science. Science works. As opposed to religion and psychosis, it has a track record for 
getting things right in the empirical world. When crossing the street, empirical verification 
is a reliable method to establish whether or not a bus is approaching. Divine mediation or 
psychotic reasoning may get lucky a few times, but the results will be painfully clear when it 
does not. For this reason, there is no symmetry in standing between perspectives in the 
ﾉ;ﾐｪ┌;ｪW ｪ;ﾏW ﾗa ゲIｷWﾐIWく Aゲ Bﾉ;IﾆH┌ヴﾐ ケ┌ｷヮゲが さぷ;へゲ ｷデ HW;ヴゲ Sﾗ┘ﾐ ﾗﾐ ┞ﾗ┌が ｷデ ｷゲ ﾐﾗデ ヮﾗゲゲｷHﾉW 
デﾗ ｴﾗﾉS デｴ;デ デｴW ﾗﾐIﾗﾏｷﾐｪ H┌ゲ ｷゲ ; ヮｷWIW ﾗa デW┝デざ ふヲヰヰヶが ヱΑヰぶく 
The evident success of the scientific method attenuates postmodern anxieties about truth. 
Indeed, very few outside the academy have ever been disturbed by postmodern 
perspectivism about the natural world. However, the real sting of postmodern relativism 
concerns the domain of value. The idea that all values are relative is not exclusive to 
postmodern philosophies, but capitalises on anxieties many have experienced. Blackburn 
explains that  
[t]he contrast with science comes in just this: it is not so much that we must see 
science ;ゲ デ;ﾆｷﾐｪ ┌ゲ デﾗ ;ﾐ け;Hゲﾗﾉ┌デW IﾗﾐIWヮデｷﾗﾐげ ﾗa デｴｷﾐｪゲが H┌デ デｴ;デ デｴWヴW ｷゲ ﾐﾗ ｪWデデｷﾐｪ 
behind science to give any other explanation of the emergence of our scientific 
beliefs, than ones starting with the facts to which we respond. In ethics this is not so 
(1986, 198). 
The force of postmodern anxieties in the moral domain is therefore far greater than in the 
ﾐ;デ┌ヴ;ﾉ ┘ﾗヴﾉS HWI;┌ゲWが さぷデへｴW W┝ヮﾉ;ﾐ;デﾗヴ┞ SWﾏ;ﾐS デﾗ ゲWW ｴﾗ┘ WデｴｷIゲ I;ﾐ HW ;ﾐ ;ヴW; ﾗa 
commitment in which we can talk without blushing of truth, knowledge, and error, is not 
ﾏWデ H┞ デｴW ｷﾐゲｷゲデWﾐIWゲ ｪWﾐWヴ;デWS H┞ ｪﾗﾗS ﾏﾗヴ;ﾉｷ┣ｷﾐｪざ ふヱΓΒヶが ヱΓΒぶく Iﾐ デｴW Sﾗﾏ;ｷﾐ ﾗa WデｴｷIゲが 
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it does not suffice to say that the issue is the issue. For this reason, a separate meta-ethical 
investigation is in order. 
A meta-ethical investigation is necessary to rebut postmodern anxieties about truth in the 
domain of ethics. The concrete aim of this meta-ethical investigation is to justify the 
possibility of critique and, by extension, satire as a form of critique. This meta-ethical 
investigation will also introduce greater conceptual clarity in the debates about the value of 
satire than currently available. Further, this investigation will clarify the significance of the 
relation between ethics and aesthetics in satire. In what follows, I will outline a meta-
ethical framework developed by Simon Blackburn, called quasi-realism. The appeal of 
Bﾉ;IﾆH┌ヴﾐげゲ ケ┌;ゲｷ-ヴW;ﾉｷゲﾏ ｷゲ デｴ;デ ｷデ ヮｴｷﾉﾗゲﾗヮｴｷI;ﾉﾉ┞ ﾃ┌ゲデｷaｷWゲ デｴW ヮヴ;IデｷIWゲ ﾗa さﾗヴSｷﾐ;ヴ┞ ﾏﾗヴ;ﾉ 
デｴﾗ┌ｪｴデざ ｷﾐ ; ゲデヴｷIデﾉ┞ ﾐ;デ┌ヴ;ﾉｷゲデｷI aヴ;ﾏW┘ﾗヴﾆ ふヲヰヰΑが ヱヵヴぶく Bﾉ;IﾆH┌ヴﾐげゲ ﾏWデ;-ethical 
framework ;┗ﾗｷSゲ ｪヴ;ﾐS ﾏWデ;ヮｴ┞ゲｷI;ﾉ IﾗﾏﾏｷデﾏWﾐデゲ aﾗヴ ｷデ ｴ;ゲ ﾐﾗ ;ゲヮｷヴ;デｷﾗﾐ ﾗa さｪヴﾗ┌ﾐSｷﾐｪ 
WデｴｷIゲ ｷﾐ ; ゲヮWIｷ;ﾉ ﾆｷﾐS ﾗa a;Iデが ﾗヴ SWデWIデｷﾐｪ ; ゲヮWIｷ;ﾉ ﾆｷﾐS ﾗa ;┌デｴﾗヴｷデ┞ aﾗヴ ｷデざ ふヱΓΓΒが ンヱンぶく Iﾐ 
other words, quasi-realism about ethics is appealing because it allows moral truth at 
minimum cost. Still, quasi-ヴW;ﾉｷゲﾏ SﾗWゲ ﾐﾗデ Wケ┌;ﾉ ｴ;┗ｷﾐｪ ﾗﾐWげゲ ﾏWデ;-ethical cake and eating 
it too. Albeit the theory justifies the practices of ordinary morality, it also highlights its 
tensions. Quasi-realism does not make ethics easy, but exactly introduces plausible 
W┝ヮﾉ;ﾐ;デｷﾗﾐゲ aﾗヴ ┘ｴ┞ ｷデ ｷゲ ゲﾗ SｷaaｷI┌ﾉデく Tｴ;デ ゲ;ｷSが ﾏ┞ ｷﾐ┗Wゲデｷｪ;デｷﾗﾐ ﾗa ゲ;デｷヴWげゲ nature, function 
and significance SﾗWゲ ﾐﾗデ ゲデ;ﾐS ﾗヴ a;ﾉﾉ ┘ｷデｴ デｴW IﾗヴヴWIデﾐWゲゲ ﾗa Bﾉ;IﾆH┌ヴﾐげゲ ケ┌;ゲｷ-realism. I 
simply introduce quasi-ヴW;ﾉｷゲﾏ ;ゲ ;ﾐ W┝IWﾉﾉWﾐデ デﾗﾗﾉ デﾗ ;SSヴWゲゲ デｴW ｷゲゲ┌W ﾗa ゲ;デｷヴWげゲ nature, 
function and significance with greater conceptual clarity than currently available in the 
debate. 
Iﾐ WゲゲWﾐIWが Bﾉ;IﾆH┌ヴﾐげゲ ケ┌;ゲｷ-realism is a solution for the problem whether moral 
assertions have truth-value. Ordinarily, to have truth-value, an assertion must have 
propositional content and bear on a fact. Yet, Blackburn argues there are no moral facts (in 
デｴW ゲWﾐゲW デｴ;デ デｴWヴW ;ヴW ゲIｷWﾐデｷaｷI a;Iデゲぶく HW W┝ヮﾉ;ｷﾐゲ デｴ;デ さぷ┘へｴWﾐ ┘W ﾏake an ethical 
;ゲゲWヴデｷﾗﾐが ┘W W┝ヮヴWゲゲ ;ﾐ ;デデｷデ┌SWが ┘W Sﾗ ﾐﾗデ SWゲIヴｷHW デｴW ┘ﾗヴﾉS ;ゲ ｷデ ｷゲざ ふBlackburn 1998, 
70). Blackburn is an expressivist who argues that WデｴｷI;ﾉ ゲWﾐデWﾐIWゲ ;ヴW さヮヴWゲIヴｷヮデｷ┗W ﾗヴ 
SｷヴWIデｷ┗Wざ ;ﾐS デｴWヴWaﾗヴW ｴ;┗W さ; SｷaaWヴWﾐデ けSｷヴWIデｷﾗﾐ ﾗa aｷデげ デﾗ デｴW ┘ﾗヴﾉSざ デｴ;ﾐ さSWゲIヴｷヮデｷ┗W 
ﾗヴ ヴWヮヴWゲWﾐデ;デｷﾗﾐ;ﾉざ ゲWﾐデWﾐIWゲ ふヲヰヰΑが ヱヴΓぶく NﾗﾐWデｴWﾉWゲゲが Bﾉ;IﾆH┌ヴﾐ SﾗWゲ IﾗﾐゲｷSWヴ デｴW 
ヮヴﾗヮﾗゲｷデｷﾗﾐ;ﾉ ;ヮヮW;ヴ;ﾐIW ﾗa ﾏﾗヴ;ﾉ ;ゲゲWヴデｷﾗﾐゲ ﾉWｪｷデｷﾏ;デW HWI;┌ゲW デｴW┞ ゲWヴ┗W ;ゲ さa focus for 
practical thought, as people communicate their certainties, and doubts about what to 
┗;ﾉ┌Wざ ふヱΓΓΒが ヵヰぶく AIIﾗヴSｷﾐｪ デﾗ Bﾉ;IﾆH┌ヴﾐが デｴWヴW ｷゲ ;ﾐ さｷゲﾗﾏﾗヴヮｴｷゲﾏ HWデ┘WWﾐ ヮヴﾗヮﾗゲｷデｷﾗﾐ;ﾉ 
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ゲデヴ┌Iデ┌ヴWゲ ;ﾐS ﾐWIWゲゲ;ヴ┞ ヮヴ;IデｷI;ﾉ ゲデ;デWゲざ ┘ｴｷIｴ W┝ヮﾉ;ｷﾐゲ ;ﾐS ﾃ┌ゲデｷaｷWゲ デｴW けケ┌;ゲｷ-ヴW;ﾉｷゲデげ 
appearance of moral discourse form the perspective of evolutionary psychology (1998, 77). 
From an evolutionary perspective, humans need to engage in ethical deliberation in order 
to live and survive in the world and there is no better way to do so than using the recourses 
of logic which come with propositional formulation (Blackburn 2002, 127). Moreover, 
although he is an anti-realist (there are no moral facts) and a non-cognitivist (there are no 
moral propositions), Blackburn allows for talk of truth in the domain of ethics on a 
minimalist basis. According to Blackburn, it is possible to arrive at the truth about moral 
issues by applying rules of deliberation which govern the domain of ethics (2004, 201). 
The rules that govern ethical deliberation, according to Blackburn, are outlined in the 
sentimentalist theory of practical reasoning originally developed by David Hume. According 
to Hume, practical deliberation presupposes the ability to abstract from particular 
ヮヴWaWヴWﾐIWゲ ;ﾐS デ;ﾆW ┌ヮ ; Iﾗﾏﾏﾗﾐ ヮﾗｷﾐデ ﾗa ┗ｷW┘ ｷﾐ ゲW;ヴIｴ ﾗa さゲｴ;ヴWS ゲデ;ﾐS;ヴSゲざ 
(Bﾉ;IﾆH┌ヴﾐ ヲヰヰンが ヱヱヲぶく Iﾐ デｴW Sﾗﾏ;ｷﾐ ﾗa WデｴｷIゲが ゲ┌Iｴ ゲｴ;ヴWS ゲデ;ﾐS;ヴSゲ ;ヴW さヮヴWaWヴWﾐIWゲ デｴ;デ 
┘W けSWﾏ;ﾐSげ ﾗa ﾗデｴWヴゲき デｴ;デ ｷゲが ｷa デｴW┞ Sﾗ ﾐﾗデ ゲｴ;ヴW デｴWﾏ ┘W aｷﾐS ﾗ┌ヴゲWﾉ┗Wゲ ;┗WヴゲW デﾗ デｴWﾏ 
ﾗヴ ｷﾐ ﾗヮヮﾗゲｷデｷﾗﾐ デﾗ デｴWﾏざ ふBﾉ;IﾆH┌ヴﾐ ヲヰヰヲが ヱヲヵぶく H┌ﾏW ;ヴｪ┌WS デｴ;デ デｴｷゲ ;Hｷﾉity to abstract 
from particular preferences in favour of the common point of view is rooted in the natural 
デWﾐSWﾐI┞ デﾗ さゲ┞ﾏヮ;デｴｷ┣W ┘ｷデｴ デｴW ヮﾉW;ゲ┌ヴWゲ ;ﾐS ヮ;ｷﾐゲ ﾗa ﾗデｴWヴゲざ ┘ｴｷIｴ ｷゲ ┘ｴ┞ ┘W 
さﾐ;デ┌ヴ;ﾉﾉ┞ ヮヴ;ｷゲW ;ﾐS WﾐIﾗ┌ヴ;ｪW ;Iデｷﾗﾐゲ デｴ;デ ヮヴﾗﾏﾗデW ヮﾉW;ゲ┌ヴWゲ ;ﾐS ;┗oid pains, and dislike 
;ﾐS SｷゲIﾗ┌ヴ;ｪW ;Iデｷﾗﾐゲ デｴ;デ Sﾗ デｴW ヴW┗WヴゲWざ ふヱΓΓΒが ヲヰヶぶく MﾗヴWﾗ┗Wヴが H┌ﾏW W┝ヮﾉ;ｷﾐWS デｴ;デ 
さデｴｷゲ ゲ┞ﾏヮ;デｴ┞ ┘W ゲﾗﾏWデｷﾏWゲ I;ヴヴ┞ ゲﾗ a;ヴが ;ゲ W┗Wﾐ デﾗ HW SｷゲヮﾉW;ゲWS ┘ｷデｴ ; ケ┌;ﾉｷデ┞ 
commodious to us, merely because it displeases others, and makes us disagreeable in their 
W┞Wゲざ ふBﾉ;IﾆH┌ヴﾐ ヱΓΓΒが ヲヰンぶく AIIﾗヴSｷﾐｪ デﾗ H┌ﾏWが デｴW ゲWﾐデｷﾏWﾐデ ﾗa ゲ┞ﾏヮ;デｴ┞ aﾗヴ デｴW 
common point of view is the motor of moral deliberation. 
TｴW デWﾐWデゲ ﾗa H┌ﾏWげゲ ﾏﾗヴ;ﾉ ゲWﾐデｷﾏWﾐデ;ﾉｷゲﾏ ┘WヴW a┌ヴデｴWヴ SW┗WﾉﾗヮWS H┞ AS;ﾏ “ﾏｷデｴく 
According to Smith, we internalise critical voices with which we sympathise. Accordingly, 
┘W SW┗Wﾉﾗヮ ; ﾏﾗヴ;ﾉ IﾗﾐゲIｷWﾐIW ﾗヴ さデｴW ┗ﾗｷIW ﾗa けデｴW ﾏ;ﾐ ┘ｷデｴｷﾐ デｴW HヴW;ゲデげざ ┘ｴﾗゲW   
juヴｷゲSｷIデｷﾗﾐ ふぐぶ ｷゲ aﾗ┌ﾐSWS ;ﾉデﾗｪWデｴWヴ ｷﾐ デｴW SWゲｷヴW ﾗa ヮヴ;ｷゲW-worthiness, and in 
aversion to blame-worthiness; in the desire of possessing those qualities, and 
performing those actions, which we love and admire in other people; and the dread 
of possessing those qualities, and performing those actions, which we hate and 
SWゲヮｷゲW ｷﾐ ﾗデｴWヴ ヮWﾗヮﾉWざ ふBﾉ;IﾆH┌ヴﾐ ヱΓΓΒが ヲヰヰぶく 
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In other words, it is because people do not want to be the kind of inconsiderate person 
whom they themselves would disdain and instead want to be a considerate person whom 
they could rightfully praise, that they are motivated to take up the common point of view. 
Iﾐ デｴｷゲ ヴWｪ;ヴSが WデｴｷI;ﾉ SWﾉｷHWヴ;デｷﾗﾐ ｷゲ ｷﾐ デｴW ゲ┘;┞ ﾗa Wﾏﾗデｷﾗﾐゲが SWゲｷヴWゲ ;ﾐS ;デデｷデ┌SWゲ さﾗヴ ┘ｴ;デ 
H┌ﾏW I;ﾉﾉWS ヮ;ゲゲｷﾗﾐ ﾗヴ ゲWﾐデｷﾏWﾐデざ ふBﾉ;IﾆHurn 2003, 95). Blackburn grounds the force of 
デｴｷゲ ゲWﾐデｷﾏWﾐデ;ﾉｷゲデ ﾏWIｴ;ﾐｷゲﾏ H┞ ヴWaWヴヴｷﾐｪ デﾗ さデｴW ｴ┌ﾏ;ﾐ SWﾉｷｪｴデ ｷﾐ ｪﾗゲゲｷヮが ﾗヴ ゲデﾗヴｷWゲ ﾗヴ 
ゲﾗ;ヮ ﾗヮWヴ;ゲざ に not to mention social media に ┘ｴｷIｴ aﾗヴIW ┌ゲ さデﾗ ヴW;ﾉｷ┣W デｴ;デ SｷゲI┌ゲゲｷﾐｪ ;ﾐS 
coordinating our reactions to human doings in general is a familiar, and indeed obsessive, 
IﾗﾐIWヴﾐざ ふヱΓΓΒが ヲヰヴぶく  
TｴW ゲWﾐデｷﾏWﾐデ;ﾉｷゲデ ﾃ┌ゲデｷaｷI;デｷﾗﾐ ﾗa デｴW IﾗﾐIWヴﾐ aﾗヴ デｴW Iﾗﾏﾏﾗﾐ ヮﾗｷﾐデ ﾗa ┗ｷW┘ ｷゲ ヴﾗﾗデWS ｷﾐ さ; 
ヴWﾉ;デｷ┗Wﾉ┞ ﾗヮデｷﾏｷゲデｷI ヮｷIデ┌ヴW ﾗa ｴ┌ﾏ;ﾐ ﾐ;デ┌ヴWざ ふBﾉ;IﾆH┌ヴﾐ ヱΓΓΒが ヲヰヶぶ ;IIﾗヴSｷﾐｪ デﾗ ┘ｴｷIｴ さ;ﾐ 
awareness that our behaviour could not survive the impartial scrutiny of others is 
┌ﾐIﾗﾏaﾗヴデ;HﾉWが ;ﾐS ｷﾐ ヮヴｷﾐIｷヮﾉW ﾗヮWﾐゲ デｴW ｪ;デWゲ デﾗ ヴWaﾗヴﾏざ ふBﾉ;IﾆH┌ヴﾐ ヱΓΓΒが ヲヰヴぶく 
However, such optimism is fragile and, in practice, depends on the socialisation and 
education of our emotional natures (Blackburn 1998, 209). If successful, this process of 
ゲﾗIｷ;ﾉｷゲ;デｷﾗﾐ ;ﾐS WS┌I;デｷﾗﾐ ｷﾐゲデｷﾉゲ ｴ┌ﾏ;ﾐ HWｷﾐｪゲ ┘ｷデｴ さデｴW HWﾐWaｷデゲ ﾗa ; ゲﾗIｷ;ﾉ ﾗヴSWヴ H;ゲWS 
on honesty and co-ﾗヮWヴ;デｷﾗﾐざ ふBﾉ;IﾆH┌ヴﾐ ヱΓΓΒが ヲヰΓぶく YWデが デｴW ゲ┌IIWss of this process is 
contingent on a myriad of contextual factors and may go wrong に as so often it does に at 
┘ｴｷIｴ デｷﾏW ｷデ ﾏｷｪｴデ HW さデﾗﾗ ﾉ;デWざ デﾗ Sﾗ ゲﾗﾏWデｴｷﾐｪ ;Hﾗ┌デ ｷデ ふヱΓΓΒが ヲヰΓぶく T;ﾉﾆｷﾐｪ ゲﾗﾏWHﾗS┞ 
out of becoming a suicide bomber might still be possible before they join a terrorist 
organisation, but is much more difficult and uncommon afterwards (さMｷﾃﾐ Jｷｴ;Sざ 2015). In 
this respect, deliberation about ethics differs radically from scientific investigation 
(Blackburn 2003, 112). Whereas empirical verification generates conclusions about the 
world which, although not absolute, are nonetheless certain, the common point of view 
SﾗWゲ ﾐﾗデ ヮヴﾗS┌IW さヴW;ゲﾗﾐぷゲへ デｴ;デ W┗Wヴ┞ﾗﾐW must acknowledge to be a reason, 
ｷﾐSWヮWﾐSWﾐデﾉ┞ ﾗa デｴWｷヴ ゲ┞ﾏヮ;デｴｷWゲ ;ﾐS ｷﾐIﾉｷﾐ;デｷﾗﾐゲざ ふBﾉ;Iﾆburn 2003, 94, original 
Wﾏヮｴ;ゲｷゲぶく Tｴｷゲ ゲｷデ┌;デｷﾗﾐ ﾉW;Sゲ Bﾉ;IﾆH┌ヴﾐ デﾗ IﾗﾐIﾉ┌SW デｴ;デ さぷデへｴW IﾗﾐIWヴﾐ aﾗヴ Iﾗﾏﾏﾗﾐ 
ground, like any concern is just that: the contingent and fragile result of our sentimental 
ﾐ;デ┌ヴWゲざ ふヱΓΓΒが ヲンンぶく  
In order to describe our moral sｷデ┌;デｷﾗﾐが Bﾉ;IﾆH┌ヴﾐ W┝ヮﾉ;ｷﾐゲ ┘W ;ヴW ｷﾐ NW┌ヴ;デｴげゲ Hﾗ;デ ふヱΓΒヶが 
196; see Introduction). Our moral values are like planks in a boat of which we must check 
the validity while in open sea. In the same way as there is no dry-dock from which to 
inspect the boat, there are no external foundations to justify moral judgements. Yet, being 
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ｷﾐ NW┌ヴ;デｴげゲ Hﾗ;デ SﾗWゲ ﾐﾗデ Wﾐデ;ｷﾉ ﾏﾗヴ;ﾉ デヴ┌デｴゲ ;ヴW ｷﾏヮﾗゲゲｷHﾉW デﾗ Wゲデ;Hﾉｷゲｴく According to 
Bﾉ;IﾆH┌ヴﾐが ｷa さデｴWヴW ｷゲ ﾐﾗ ゲﾆ┞ｴﾗﾗﾆが ﾐﾗ┘ｴWヴW ﾗ┌デゲｷSW デｴW ゲ┘ｷヴﾉ ;デデｷデ┌SWが aヴﾗﾏ ┘ｴｷIｴ デﾗ ﾃ┌SｪW 
atデｷデ┌SW ふぐぶ ぷﾗへﾐW ﾏ┌ゲデ ゲｷﾏヮﾉ┞ Hヴｷﾐｪ ﾗデｴWヴ ;デデｷデ┌SWゲ デﾗ ｴWﾉヮ ﾗ┌デざ ふヲヰヰヴが Βぶく CﾗﾐIヴWデWﾉ┞が ｷa 
デｴW ｷゲゲ┌W ｷゲ さヴWaﾉWIデｷﾐｪ ﾗﾐ デｴW ┗ｷヴデ┌W ﾗa ｴﾗﾐWゲデ┞ざが ｷデ Wﾐデ;ｷﾉゲ さｷﾐ┗ﾗﾆぷｷﾐｪへ ﾗデｴWヴ ┗;ﾉ┌Wゲざ デﾗ ゲWW ｷa 
さｴﾗﾐWゲデ┞ ゲデ;ﾐSゲ ┌ヮざ ふBlackburn 1986, 196). Fortunately, according to Blackburn, even from 
┘ｷデｴｷﾐ NW┌ヴ;デｴげゲ Hﾗ;デが さデｴWヴW ;ヴW Iﾗ┌ﾐデﾉWゲゲ ゲﾏ;ﾉﾉが ┌ﾐヮヴWデWﾐデｷﾗ┌ゲ デｴｷﾐｪゲ デｴ;デ ┘W ﾆﾐﾗ┘ ┘ｷデｴ 
ヮWヴaWIデ IWヴデ;ｷﾐデ┞ざが aﾗヴ ｷﾐゲデ;ﾐIW さぷｴへ;ヮヮｷﾐWゲゲ ｷゲ ヮヴWaWヴ;HﾉW デﾗ ﾏｷゲWヴ┞が ;ﾐS Sｷｪﾐｷデ┞ ｷゲ HWデデWヴ 
デｴ;ﾐ ｴ┌ﾏｷﾉｷ;デｷﾗﾐざ ふヲヰヰンが ヱヱヵぶく TｴWゲW ;デデｷデ┌SWゲ ゲWrve as planks in our boat on which we can 
stand with confidence as we explore other planks in our own boat or that of others. 
CﾗﾐゲWケ┌Wﾐデﾉ┞が Bﾉ;IﾆH┌ヴﾐげゲ ケ┌;ゲｷ-realism permits talk of non-relativistic moral truths, rooted 
in Wittgensteinian minimalism (1986, ヲヰヱぶく AIIﾗヴSｷﾐｪ デﾗ Bﾉ;IﾆH┌ヴﾐが さぷデへo worry  whether a 
moral judgement is true is to worry which attitude to take towards something, and, as 
Wittgenstein was fond of saying, to say that a moral judgement is true is to repeat the 
ﾃ┌SｪWﾏWﾐデざ ふヲヰヰヲが ヱヲΒぶく  
More specifically, quasi-realism allows talk of truth and objectivity in the domain of ethics 
┘ｴWﾐ さI ｴ;┗W デ;ﾆWﾐ ｷﾐ ;ﾉﾉ デｴW ぷWﾏヮｷヴｷI;ﾉ ﾗヴ ﾗデｴWヴへ a;Iデゲが ゲWWﾐ デｴW ゲｷデ┌;デｷﾗﾐ ｷﾐ デｴW ヴﾗ┌ﾐSが ;ﾐS 
am reasonably sure that no hidden subjective agenda, such as a desire for my own 
;S┗;ﾐデ;ｪWが ｷゲ Sヴｷ┗ｷﾐｪ デｴW ;デデｷデ┌SWく Tｴｷゲ ｷゲ ;ﾉﾉ デｴ;デ ﾗHﾃWIデｷ┗ｷデ┞ ｷゲが ﾗヴ I;ﾐ HWざ ふBﾉ;IﾆH┌ヴﾐ ヲヰヰヴが 
93). Blackburn clarifies that   
[t]o claim knowledge of a moral judgement is to claim a standpoint such that no 
improvement will lead to a reversal of attitude. I know that child abuse is a bad thing, 
and in saying that I express my conviction that no further facts wait to come in. There 
ｷゲ ﾐﾗデｴｷﾐｪ a┌ヴデｴWヴ ;Hﾗ┌デ ｴ┌ﾏ;ﾐ ﾉｷaW ﾗヴ IｴｷﾉSヴWﾐげゲげ ﾉｷ┗Wゲ デｴ;デ ﾏｷｪｴデ IﾗﾏW ;ﾉﾗﾐｪ ;ﾐS 
upset that verdict (2002, 128-129). 
Of course, quasi-realist talk of truth and objectivity in the moral domain is a far cry from the 
certainties of scientific truth and objectivity, and might therefore appear as insufficient to 
SｷゲヮWﾉ ヴWﾉ;デｷ┗ｷゲﾏく Hﾗ┘W┗Wヴが Bﾉ;IﾆH┌ヴﾐ ;ヴｪ┌Wゲ デｴ;デ ゲ┌Iｴ ; さゲｷdeways, scientific view would 
ﾗﾐﾉ┞ HW ヴｷｪｴデ ｷa ﾏﾗヴ;ﾉ デヴ┌デｴ ┘WヴW ゲIｷWﾐデｷaｷI デヴ┌デｴが ┘ｴｷIｴ ｷデ ｷゲ ﾐﾗデざ ふヱΓΒヶが ヲヰヱぶく According to 
Bﾉ;IﾆH┌ヴﾐが さぷデへｴis is the one point that can properly be taken from the later Wittgenstein. 
To find the truth in an area where the a;Iデゲ I;ﾐ ゲWWﾏ a┌ｪｷデｷ┗W ふぐぶ ┞ﾗ┌ Sﾗ ﾐﾗデ ヮ┌デ ﾗﾐ 
physicalist spectacles, but learn to place the practice properly, so that its commitments 
HWIﾗﾏW Iﾗﾏaﾗヴデ;HﾉWが W┗Wﾐ ｷﾐ ; ヮｴ┞ゲｷI;ﾉ ┘ﾗヴﾉSざ ふヱΓΒヶが ヲヰヱぶく CﾗﾐIヴWデWﾉ┞が ケ┌;ゲｷ-realism does 
not stipulate absolute truth in the domain of ethics, which allows access to the world as it 
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ヴW;ﾉﾉ┞ ｷゲく IﾐゲデW;Sが Bﾉ;IﾆH┌ヴﾐ ゲWデデﾉWゲ aﾗヴ ; ﾏｷﾐｷﾏ;ﾉｷゲﾏ ┘ｴｷIｴ さcan be seen as a strenuous 
piece of practical advice: when there are still two things to think [about a moral issue], keep 
on worrying. Beaver away, and eventually, it is promised, one opinion will deserve to 
ヮヴW┗;ｷﾉざ ふBﾉ;IﾆH┌ヴﾐ ヲヰヰΑが ヱヵヵぶく  
AIIﾗヴSｷﾐｪﾉ┞が Bﾉ;IﾆH┌ヴﾐげゲ ケ┌;ゲｷ-realist meta-ethical framework rebuts postmodern anxieties 
about truth in the domain of ethics. Consequently, quasi-realism safeguards critique and, 
H┞ W┝デWﾐゲｷﾗﾐが ゲ;デｷヴW ;ゲ ; aﾗヴﾏ ﾗa Iヴｷデｷケ┌Wく MﾗヴWﾗ┗Wヴが Bﾉ;IﾆH┌ヴﾐげゲ ゲWﾐデｷﾏWﾐデ;ﾉｷゲﾏ 
accommodates the common understanding of satire as propelled by moral emotions. 
Specifically, in his programmatic first Satire, Catherine Keane explains that Juvenal 
ｷﾐデヴﾗS┌IWS デｴW ｷSW; デｴ;デ デｴW ｪWﾐヴW ｷゲ ﾏﾗデｷ┗;デWS H┞ ;ﾐｪWヴが ┘ｴｷIｴ ｴW ｷSWﾐデｷaｷWゲ ;ゲ さ; ﾆｷﾐS ﾗa 
Iﾗﾏﾏ┌ﾐ;ﾉ Wﾏﾗデｷﾗﾐ;ﾉ ヮ┌ﾉゲWざ ふヲヰヱヵが ヱヱぶく AIIﾗヴSｷﾐｪ デﾗ KW;ﾐWが さぷｷへデ ゲWWﾏゲ デｴ;デ J┌┗Wﾐ;ﾉ ｴ;ゲ ﾉWS 
many readers to believe that this [communal emoデｷﾗﾐ;ﾉ ヮ┌ﾉゲWへ ｷゲ デｴW デヴ┌W ﾐ;デ┌ヴW ﾗa ゲ;デｷヴWざ 
(2015, 11). As explained in the previous chapter, be they driven by anger or other moral 
emotions, satirists set out to protest discourses or practices which they refuse to tolerate. 
So, whether their critique is lofty or not, by virtue of actively opposing a certain discourse 
or practice, satire enters the broadly moral domain. Further, not only does a quasi-realist 
meta-ethics clarify the moral dimension of satire, but it substantiates how satirists can be 
right or wrong in their critique. When Juvenal rants that it is an outrage that eunuchs can 
get married, we can appeal to the common point of view to dismiss his insensitive 
conservativeness as morally misplaced. Similarly, the same process of ethical deliberation 
makes it sometimes possible to say without blushing that the critique of satirists is morally 
true.  
The advantages of a quasi-realist meta-ethical framework is that it clarifies the generic 
purpose of satire as critique and introduces greater conceptual clarity than currently 
available in the debate. Adhering to quasi-realism entails that ethical truth-telling need no 
longer be appraised as some mystical faculty that satirists somehow possess, but is firmly 
rooted in everyday moral practice. Likewise, talk of capital-T Truth, so Ultimate and 
Absolute that it cannot realistically be comprehended by satirists or anybody else, can 
safely be abandoned. Since ethical truth-telling is fairly ordinary, satirists also no longer 
need to pragmatically downplay their intentions to say true things about the world. They 
may still aim to be insightful, but no longer need to worry about being exceptional. At the 
same time, while allowing talk of truth in the domain of ethics, quasi-realism also 
acknowledges that moral issues can remain uncertain and unresolved. While some moral 
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issues can be arbitrated with certainty, say, concerning human dignity, others are more 
ambiguous or unlikely to ever be resolved. Yet, as in science, what we do not know is no 
reason to doubt what we do know. Quasi-realism clarifies that good satire will provide non-
trivial insights into issues where moral knowledge is to be had or highlight were caution and 
ヴWゲWヴ┗;デｷﾗﾐ ｷゲ ﾏﾗヴW ;ヮヮヴﾗヮヴｷ;デWく AIIﾗヴSｷﾐｪﾉ┞が Bﾉ;IﾆH┌ヴﾐげゲ ケ┌;ゲｷ-realism provides an 
excellent framework to develop the value of satire as critique in this thesis.  
Hﾗ┘W┗Wヴが ﾐﾗデ W┗Wヴ┞HﾗS┞ ｷゲ Iﾗﾐ┗ｷﾐIWS H┞ Bﾉ;IﾆH┌ヴﾐげゲ ﾏWデ;-ethics. While it would be 
impossible to reply to all objections in the philosophical literature, it is nonetheless fruitful 
to briefly showcase how quasi-realism can withstand some major concerns outlined by its 
meta-ethical competitors. One challenge to quasi-realism comes in the form of its 
sentimentalist cousin, the constructed sensibility theory of Jesse Prinz (2007). Both theories 
stipulate that ethical judgements are propelled by the emotions, that there is no external 
foundation for ethical evaluation and that moral attitudes are constructed by socialisation 
(Prinz 2007, 24/307). Yet, whereas Blackburn is an anti-realist about moral properties, Prinz 
considers them as response-SWヮWﾐSWﾐデ ふヲヰヰΑが ヱヰΑぶく TｴW ┌ヮゲｴﾗデ ﾗa Pヴｷﾐ┣げゲ Iﾗﾐゲデヴ┌IデWS 
sensibility theory is that observers in different circumstances will have different responses 
デﾗ デｴW ゲ;ﾏW ;Iデｷﾗﾐき デｴW┞ ┘ｷﾉﾉ ﾗHゲWヴ┗W SｷaaWヴWﾐデ さﾏﾗヴ;ﾉ a;Iデゲざ ふPヴｷﾐ┣ ヲヰヰΑが ヲΒΒぶく 
CﾗﾐゲWケ┌Wﾐデﾉ┞が Pヴｷﾐ┣ ゲ┌HゲIヴｷHWゲ デﾗ ; ヴWﾉ;デｷ┗ｷゲﾏ ┘ｴｷIｴ ヮﾗゲｷデゲ デｴ;デ さぷデへｴW デヴ┌デｴ IﾗﾐSｷデｷﾗﾐゲ ﾗa ; 
ﾏﾗヴ;ﾉ ﾃ┌SｪﾏWﾐデ SWヮWﾐS ﾗﾐ デｴW IﾗﾐデW┝デ ｷﾐ ┘ｴｷIｴ デｴ;デ ﾃ┌SｪﾏWﾐデ ｷゲ aﾗヴﾏWSざ ふヲヰヰΑが ヱΑヴぶく Iﾐ 
principle, the constructed sensibility theory stipulates a nihilism, according to which it can 
be true that eating babies is wrong to some and right to others. Yet, Prinz attenuates such 
ﾐｷｴｷﾉｷゲﾏ H┞ ;ヴｪ┌ｷﾐｪ デｴ;デ ｴｷゲ デｴWﾗヴ┞ I;ﾐ ゲデｷﾉﾉ ;IIﾗ┌ﾐデ aﾗヴ さﾏﾗヴ;ﾉ ヮヴﾗｪヴWゲゲざ ふヲヰヰΑが ヲΒΓぶく 
Nevertheless, such moral ヮヴﾗｪヴWゲゲ I;ﾐ ﾗﾐﾉ┞ HW ﾃ┌ゲデｷaｷWS H┞ さぷ┌へゲｷﾐｪ W┝デヴ;ﾏﾗヴ;ﾉ IヴｷデWヴｷ;ざ 
┘ｴｷIｴ ヴW┗W;ﾉ さデｴ;デ ゲﾗﾏW ﾏﾗヴ;ﾉ ┗;ﾉ┌Wゲ ;ヴW ゲ┌Hﾗヮデｷﾏ;ﾉ W┗Wﾐ aヴﾗﾏ デｴW ヮﾗｷﾐデ ﾗa ┗ｷW┘ ﾗa デｴﾗゲW 
who endorse themざ (Prinz 2007, 293). Concretely, although one cannot assert that eating 
babies is morally wrong, a society which allows eating babies is suboptimal because it will 
endanger its own survival.  
The metaphysical argument between Prinz and Blackburn about the reality of moral 
properties is impossible to resolve as such because it is a transcendental issue. To be 
certain, we would need to step out of our skins and observe what we really attend to when 
we engage in moral judgments. Regardless, the quasi-realist can claim the upper-hand by 
arguing that the constructive sensibility theorist secretly still endorses moral values. 
Concretely, although Prinz can justify moral progress by appealing to extramoral criteria, it 
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is clear he values moral progress as a good by itself. Prinz does not really want to commit to 
a nihilism according to which eating babies can be right or wrong and while his theoretical 
framework can attenuate such nihilism, it cannot ground the desire to do so. Still, as 
opposed to Prinz, genuine nihilists may really accept that eating babies is ok for some and 
wrong for others. In face of such real nihilism, quasi-realists simply have to accept that 
there is no knock-down argument to convince their opponents of the good of the common 
point of view. This concession need not shake the quasi-ヴW;ﾉｷゲデげゲ ﾗ┘ﾐ IﾗﾏﾏｷデﾏWﾐデ デﾗ ﾏﾗヴ;ﾉ 
truth and neither is it socially destructive. Genuine nihilism is exceptional in ordinary moral 
practice and also unlikely to upset moral and legal practices in liberal democracies. If some 
people claim that eating babies is right, they may be dangerous and should be dealt with, 
but they are unlikely to deeply disturb our values or jurisdiction. 
Nonetheless, these concessions by quasi-realists leave some philosophers deeply 
┌ﾐゲ;デｷゲaｷWSく IﾐゲデW;Sが デｴW┞ ﾏ;ｷﾐデ;ｷﾐ デｴ;デ ﾏﾗヴ;ﾉ デヴ┌デｴ ﾏ┌ゲデ HW さヴ;デｷﾗﾐ;ﾉﾉ┞ Iﾗﾏヮ┌ﾉゲﾗヴ┞ざ 
(Blackburn ヲヰヰヲが ヱンヰぶく Cﾗﾐ┗WヴゲWﾉ┞が ﾗﾐ デｴWｷヴ さH┌ﾏW-aヴｷWﾐSﾉ┞ざ ;IIﾗ┌ﾐデ ﾗa ヴW;ゲﾗﾐｷﾐｪが 
sentimentalists (or emotionists) only allow rationality to impact ethical deliberation in so 
far it affects attitudes which are already in place; it can never drive the process of ethical 
deliberation by itself (Blackburn 2002, 123). The latter is exactly what rationalists demand 
さぷ;へﾐS デｴｷゲ ｷゲ ┘ｴ;デ H┌ﾏW Iﾉ;ｷﾏゲ ｷゲ ｷﾏヮﾗゲゲｷHﾉWざ ふヱΓΓΒが ヱヲヴぶく F;ﾏﾗ┌ゲﾉ┞が H┌ﾏW SWIﾉ;ヴWS デｴ;デ 
さヴW;ゲﾗﾐ ｷゲが ;ﾐS ﾗ┌ｪｴデ ﾗﾐﾉ┞ デﾗ HW デｴW ゲﾉ;┗W ﾗa デｴW ヮ;ゲゲｷﾗﾐゲざ ふ1986 [1739], ヴヱヵぶく Tﾗ H┌ﾏWげゲ 
IヴWSｷデが ヴ;デｷﾗﾐ;ﾉｷゲﾏ ;Hﾗ┌デ WデｴｷIゲ ｷゲ IWヴデ;ｷﾐﾉ┞ デｴW ｴ;ヴSWヴ ゲWﾉﾉく Aゲ Pヴｷﾐ┣ W┝ヮﾉ;ｷﾐゲが ┘ｴｷﾉW さぷ;へ 
knock-Sﾗ┘ﾐ ;ヴｪ┌ﾏWﾐデ aﾗヴ Wﾏﾗデｷﾗﾐｷゲﾏ ﾏ;┞ HW デﾗﾗ ﾏ┌Iｴ デﾗ ｴﾗヮW aﾗヴざが ｷデ さWﾐﾃﾗ┞ゲ 
Iﾗﾐ┗WヴｪWﾐデ ゲ┌ヮヮﾗヴデ aヴﾗﾏ ;ヴﾏIｴ;ｷヴ ｷﾐデ┌ｷデｷﾗﾐゲ ;ﾐS WﾏヮｷヴｷI;ﾉ ┘ﾗヴﾆざ ふPヴinz 2007, 49). I will add 
to this support for emotionism by arguing that when rationalists outline what we should do 
if we were fully rational, quasi-realists can rebut, we would do very little. In what follows, I 
will argue that rationalists are unable to deal with the limits of critique and the absurd, 
whereas quasi-realists can. Crucially, the strategies that quasi-realists suggest to overcome 
feelings of existential despair and depressive inertia point in the right direction to revalue 
entertainment in satire as therapy in relation to critique.   
6. THE LIMITS OF CRITIQUE 
Quasi-realism is a plausible meta-ethical framework which normalises talk of truth in the 
domain of ethics and accordingly safeguards the function of satire as critique. In the next 
chapter, I will develop this critical function of the genre in more detail by investigating how 
satire can highlight what is wrong with the world. For now, I turn to the pressing issue of 
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the limits of critique and the absurd. Quasi-realism successfully dispels postmodern 
anxieties about truth and ethics which otherwise risk compromising the possibility of 
critique. At the same time, quasi-realism highlights another, more substantial anxiety about 
truth and ethics. Critique is a venerable practice which pursues truth in order to realise 
enlightenment and promote emancipation. However, the ideal that truth by itself will 
emancipate the whole world is naïve. Instead, a moral devotion to truth exactly highlights 
horrors of the world which cannot be fully attenuated by ethical praxis, including critique. 
Nonetheless insisting that critique can emancipate the entire world is not simply naïve, but 
psychologically destructive. Although quasi-realism highlights that critique is indispensable 
in light of the common good, unabated critique is certain to madden and depress. For this 
reason, quasi-realism reveals a psychological conflict in ethical life between the care for 
others and the care of self. In order to negotiate this conflict, we need strategies to cope 
with the absurd gap between the demands of critique and its limits. Crucially, such 
strategies are unavailable to rationalism, which fails to overcome the inertia of depression. 
IﾐゲデW;Sが I ┘ｷﾉﾉ W┝ヮﾉ;ｷﾐ ｴﾗ┘ H┌ﾏWげゲ ゲWﾐデｷﾏWﾐデ;ﾉｷゲﾏ SﾗWゲ SｷゲヮWﾉ philosophical melancholy 
through engrossment in autotelic or self-justifying avocations. Importantly, this Humean 
solution introduces a strategy to revalue entertainment in satire as a therapy to cope with 
the limits of critique.    
Quasi-realism has successfully dispelled postmodern anxieties about truth. Yet, the real 
problem is not whether there is truth, but that there is truth and that truth is unsettling. In 
this respect, while Nietzsche was appropriated as さデｴW ヮ;デヴﾗﾐ ゲ;ｷﾐデ ﾗa ヮﾗゲデﾏﾗSWヴﾐｷゲﾏざ 
(Blackburn 2006, 75), Bernard Williams has rebutted such postmodern interpretations by 
highlighting that  
 
ぷﾗへﾐW ﾗa NｷWデ┣ゲIｴWげゲ ﾏﾗゲデ ゲデヴｷﾆｷﾐｪ ケ┌;ﾉｷデｷWゲ ｷゲ デｴW ﾗHゲデｷﾐ;I┞ ┘ｷデｴ ┘ｴｷIｴ ｴW ｴWﾉS デﾗ ;ﾐ 
ideal of truthfulness that would not allow us to falsify or forget the horrors of the 
┘ﾗヴﾉS ふぐぶ ぷWゲヮWIｷ;ﾉﾉ┞ ;aデWヴ ｴW ヴW┗W;ﾉWS デｴ;デへ デｴW デヴ;Sｷデｷﾗﾐ;ﾉ ﾏWデ;ヮｴ┞ゲｷI;ﾉ IﾗﾐIWヮデｷﾗﾐゲ 
which have helped us to make sense of the world, and in particular to bear its 
horrors, have been terminally broken down (2002, 13). 
Similarly, Blackburn W┝ヮﾉ;ｷﾐゲ デｴ;デ さぷﾐへone of us honestly retain the consolations of religion 
or teleology に デｴ;デ ｷデ ｷゲ デｴW a;┌ﾉデ ﾗa デｴW ヮﾗﾗヴが ﾗヴ デｴ;デ デｴW┞ ┘ｷﾉﾉ ｪWデ デｴWｷヴ ヴW┘;ヴS ﾉ;デWヴざ ふヱΓΒヶが 
202). For this reason, critique is morally indispensable to reveal the falsity of the status quo 
;ﾐS aﾗゲデWヴ Wﾏ;ﾐIｷヮ;デｷﾗﾐく Aデ デｴW ゲ;ﾏW デｷﾏWが Wｷﾉﾉｷ;ﾏゲ ヴｷｪｴデﾉ┞ ｴｷｪｴﾉｷｪｴデゲ デｴ;デ さぷデへｴW ｴﾗヮW I;ﾐ 
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ﾐﾗ ﾉﾗﾐｪWヴ HW デｴ;デ デｴW デヴ┌デｴが Wﾐﾗ┌ｪｴ デヴ┌デｴが デｴW ┘ｴﾗﾉW デヴ┌デｴが ┘ｷﾉﾉ ゲWデ ┌ゲ aヴWWざ ふヲヰヰヲが ヲヶΒぶく Iﾐ 
other words, while critique is indispensable, we would be naïve to think it can wholly 
emancipate the world. Painful as it may be, critique has its limits.  
Regardless, although quasi-realists accept that the horrors of the world may not be wholly 
alleviated, we do have a responsibility in addressing them to the extent that we can. As 
Wｷﾉﾉｷ;ﾏゲ W┝ヮﾉ;ｷﾐゲが ┘ｴｷﾉW Bﾉ;IﾆH┌ヴﾐ ;ヴｪ┌Wゲ デｴ;デ さ┘W ゲｴﾗ┌ﾉS HW Iﾗﾏaﾗヴデ;HﾉW with our moral 
ｷSW;ゲざが デｴ;デ ｷゲ ﾐﾗデ デｴW ゲ;ﾏW ;ゲ HWｷﾐｪ さcomfortable from ﾗ┌ヴ ﾏﾗヴ;ﾉ ｷSW;ゲざ ふヱΓΒヶが ヲヰヶ-207, 
original emphasis). In this regard, Blackburn highlights that  
[t]here are moral truths, and amongst them is the truth that we ought to concern 
ourselves more for those whose miseries we can alleviate; worse than that they may 
have the right that we should so concern ourselves, meaning that if we do not do so, 
we shouﾉS aWWﾉ ﾐﾗ SWaWﾐIW ;ｪ;ｷﾐゲデ デｴWｷヴ ヴWゲWﾐデﾏWﾐデ ふぐぶく Iデ ｷゲ ┌ﾐIﾗﾏaﾗヴデ;HﾉW デｴ;デ 
these things are so, but they are (1986, 203).  
Critique may have its limits, but that does not make its emancipatory ideal obsolete. In this 
respect, Blackburn argues that the contemporary difficulty about ethical thought, evident in 
デｴW ;ﾐ┝ｷWデｷWゲ ゲデｷﾏ┌ﾉ;デWS H┞ ヮﾗゲデﾏﾗSWヴﾐｷゲﾏが さis really caused, not by loss of a golden age of 
teleology, but by the increased opportunities that the modern world offers for behaving 
HWデデWヴざ ふヱΓΒヶが ヲヰヱぶく At the same time, although there are endless opportunities to do good, 
our resources to change the world for the better are limited. Accordingly, not only is it 
ﾐ;ｼ┗W デﾗ ｴﾗヮW デｴ;デ Iヴｷデｷケ┌W Iﾗ┌ﾉS ┘ｴﾗﾉﾉ┞ Wﾏ;ﾐIｷヮ;デW デｴW ┘ﾗヴﾉSが H┌デ SW┗ﾗデｷﾐｪ ﾗﾐWげゲ WﾐデｷヴW 
life to unabated critique is psychologically destructive. This painful gap between the 
demands of critique and its limits corresponds to a fundamental conflict in ethical life 
between the care for others and the care of self.   
TｴWヴW ｷゲ ; IﾗﾐaﾉｷIデ ｷﾐ Bﾉ;IﾆH┌ヴﾐげゲ quasi-realism as he tergiversates between the care for 
others and the care of self (see Blackburn 1998, 232) On the one hand, Blackburn 
;Iﾆﾐﾗ┘ﾉWSｪWゲ ;ﾐ ;aaｷﾐｷデ┞ HWデ┘WWﾐ H┌ﾏWげゲ Iﾗﾏﾏﾗﾐ ヮﾗｷﾐデ ﾗa ┗ｷW┘ ;ﾐS デｴW ┌デｷﾉｷデ;ヴｷ;ﾐ ヮﾗｷﾐデ 
of view from the universe, which demands that one must act by wholly abstracting from 
ﾗﾐWげゲ ヮWヴゲﾗﾐ;ﾉ IﾗﾐIWヴﾐゲ ふ2003, 75-ΑΓぶく Oﾐ デｴW ﾗデｴWヴ ｴ;ﾐSが Bﾉ;IﾆH┌ヴﾐ ﾏ;ｷﾐデ;ｷﾐゲ デｴ;デ さぷ┘へW 
need and cherish spheres within which we are completely absorbed by private concern and 
emotion, just as we need sヮｴWヴWゲ ﾗa ヮヴｷ┗;デW ヮヴﾗヮWヴデ┞ざ ふヱΓΓΒが ヲヲぶく Aゲ ﾗヮヮﾗゲWS デﾗ 
┌デｷﾉｷデ;ヴｷ;ﾐｷゲﾏげゲ SWﾏ;ﾐSゲ ﾗa ｷﾏヮ;ヴデｷ;ﾉｷデ┞が Bﾉ;IﾆH┌ヴﾐ ;ヴｪ┌Wゲ デｴ;デ さぷ┘へW ゲｷﾏヮﾉ┞ I;ﾐﾐﾗデ 
ゲｴﾗ┌ﾉSWヴ デｴW H┌ヴSWﾐ ﾗa デｴW WﾐデｷヴW ┘ﾗヴﾉSざ ふヱΓΓΒが ヲヲヱぶく For this reason, Blackburn concedes 
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デｴ;デ さぷ┘へW ﾏ;┞ ﾐﾗデ HW ;HﾉW デﾗ ゲﾗﾉ┗W ;ﾉﾉ デｴW ┘ﾗヴﾉSげゲ ヮヴﾗHﾉWﾏゲが H┌デ ┘W ゲｴﾗ┌ﾉS Sﾗ ﾗ┌ヴ HWゲデ 
with the ones we can solve. So the right reaction is to look for moral principles that are not 
ｷﾏヮヴ;IデｷI;ﾉが ;ﾐS ﾐﾗデ ﾉｷﾏｷデﾉWゲゲ ｷﾐ デｴWｷヴ SWﾏ;ﾐSゲざ ふ2003, 43). Blackburn further argues that 
さゲﾗﾏWデｴｷﾐｪ has gone wrong if extreme demands are placed squarely in the centre of ethics. 
The centre of ethics must be occupied by things we can reasonably SWﾏ;ﾐS ﾗa W;Iｴ ﾗデｴWヴざ 
(2003, 43, original emphasis). In this respect, Blackburn introduces mental health issues as 
the limit case, for we notice when things have gone awry when concern for the common 
ｪﾗﾗS ｴ;ゲ HWIﾗﾏW さﾗHゲWゲゲｷ┗W ;ﾐS ﾐW┌ヴﾗデｷIざ ふヱΓΓΒが ヱヶぶく  
This link between the limits of critique and mental health issues is important to redress 
rationalist criticisms of quasi-realism, as well as to revalue entertainment in satire as 
therapy in relation to critique. Critique is indispensable, but its truthfulness can be 
ヮゲ┞IｴﾗﾉﾗｪｷI;ﾉﾉ┞ デヴ;┌ﾏ;デｷIく Iﾐ デｴｷゲ ヴWゲヮWIデが Wｷﾉﾉｷ;ﾏゲ ｴｷｪｴﾉｷｪｴデゲ デｴ;デ NｷWデ┣ゲIｴW ｴ;S さ; ｴ┞ヮWヴ-
sensitivｷデ┞ デﾗ ゲ┌aaWヴｷﾐｪざ ふヲヰヰヱが ┝ｷ┗ぶ ;ﾐS ;IIﾗヴSｷﾐｪﾉ┞ ｪヴ;ゲヮWS デｴ;デ さ;ﾐ┞ﾗﾐW ┘ｴﾗ ヴW;ﾉﾉ┞ 
understood and held in his mind the horrors of the world would be crushed or choked by 
デｴWﾏざ ふヲヰヰヱが ┝┗ぶく Iﾐ デｴｷゲ ヴWゲヮWIデが Wｷﾉﾉｷ;ﾏゲ W┝ヮﾉ;ｷﾐゲ デｴ;デ さゲﾗ a;ヴ aヴﾗﾏ ｴｷゲ ゲWWｷﾐｪ デヴ┌デｴ ;ゲ 
SｷゲヮWﾐゲ;HﾉW ﾗヴ ﾏ;ﾉﾉW;HﾉWが ぷNｷWデ┣ゲIｴWげゲへ ﾏ;ｷﾐ ケ┌Wゲデｷﾗﾐ ｷゲ ｴﾗ┘ ｷデ I;ﾐ HW ﾏ;SW HW;ヴ;HﾉWざ 
(2002, 13; 2001, xx). The psychological trauma of truthfulness is closely connected to the 
existential problematic of the absurd in philosophy. Specifically, the realisation of so much 
suffering in the world, which cannot be wholly attenuated by critique, nor dissolved in a 
metaphysical framework, may beget the feeling that life is properly absurd. This feeling of 
the absurd can be characterised as a さヮｴｷﾉﾗゲﾗヮｴｷI;ﾉ ﾏWﾉ;ﾐIｴﾗﾉ┞ざ ﾗヴ ; ヮゲ┞IｴﾗﾉﾗｪｷI;ﾉﾉ┞ 
disturbing scepticism about the difference our actions make in the larger scheme of things 
(Smith [Michael] 2006, 103). When it turns into an illness, philosophical melancholy 
becomes major depressive disorder (MDD). In this respect, there is a danger that the 
absurd gap between the demands of critique and its limits is so psychologically traumatic 
that it stimulates depression. Crucially, against the inertia of depression, rationalism is at a 
loss.  
Clinical depression is a mood disorder (Godderis 2000, 173). Jan Godderis refers to the 
GWヴﾏ;ﾐ Wケ┌ｷ┗;ﾉWﾐデ デﾗ けﾏﾗﾗSげが Stimmungが ┘ｷデｴ ｷデゲ ﾏ┌ゲｷI;ﾉ Iﾗﾐﾐﾗデ;デｷﾗﾐゲ ﾗa けデ┌ﾐｷﾐｪげ ふｷﾐデﾗ 
ゲﾗﾏWデｴｷﾐｪぶが デﾗ W┝ヮﾉ;ｷﾐ デｴ;デ SWヮヴWゲゲｷﾗﾐ ｷゲ ; SｷゲﾗヴSWヴ ┘ｴWヴWH┞ ;ﾐ ｷﾐSｷ┗ｷS┌;ﾉ ｷゲ けﾗ┌デ ﾗa デ┌ﾐWげ 
with their environment (2000, 175-176). This asynchrony in the connection between the 
depressed individual and the world manifests itself primarily as a disturbance of the sleep 
pattern or a discord in the rhythm between night and day (Godderis 2000, 176-7). In 
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extreme cases, this depressive disconnection from life translates itself in wanting to end it 
(Godderis 2000, 207). Similarly, in a philosophical discussion of existential absurdity, Albert 
C;ﾏ┌ゲ ｴｷｪｴﾉｷｪｴデゲ デｴW さincalculable feeling that deprives the mind of the sleep necessary to 
ﾉｷaWざ ふ1955が ヵぶく AIIﾗヴSｷﾐｪ デﾗ C;ﾏ┌ゲが デｴｷゲ aWWﾉｷﾐｪ ;ヴｷゲWゲ HWI;┌ゲW さｷﾐ ; ┌ﾐｷ┗WヴゲW ゲ┌SSWﾐﾉ┞ 
Sｷ┗WゲデWS ﾗa ｷﾉﾉ┌ゲｷﾗﾐゲ ;ﾐS ﾉｷｪｴデゲが ﾏ;ﾐ aWWﾉゲ ;ﾐ ;ﾉｷWﾐが ; ゲデヴ;ﾐｪWヴく ふぐぶ Tｴｷゲ Sｷ┗ﾗヴIW HWデ┘WWﾐ ﾏ;ﾐ 
and this life, the actor and his setting, is properl┞ デｴW aWWﾉｷﾐｪ ﾗa ;Hゲ┌ヴSｷデ┞ざ ふ1955, 5). 
MﾗヴWﾗ┗Wヴが C;ﾏ┌ゲ Wゲデ;HﾉｷゲｴWゲ さ; SｷヴWIデ IﾗﾐﾐWIデｷﾗﾐ HWデ┘WWﾐ デｴｷゲ aWWﾉｷﾐｪ ;ﾐS デｴW ﾉﾗﾐｪｷﾐｪ aﾗヴ 
SW;デｴざ ふC;ﾏ┌ゲ 1955が ヵぶく “ｷﾏｷﾉ;ヴﾉ┞が N;ｪWﾉ IﾗﾐデWﾐSゲ デｴ;デ さぷデへhe final escape [from the absurd] 
ｷゲ ゲ┌ｷIｷSWざ ふヲヰヱヲ [1979], 22). Crucially, faced with the problem of suicidal depression, 
resulting from contemplation of the absurd, rationalism proves unsustainable as a meta-
ethical framework. Discussing suicidal depression in face of the absurd, Camus contends 
that さぷHへeginning to think ｷゲ HWｪｷﾐﾐｷﾐｪ デﾗ HW ┌ﾐSWヴﾏｷﾐWSく ふぐぶ TｴW ┘ﾗヴﾏ ｷゲ ｷﾐ ﾏ;ﾐげゲ ｴW;ヴデざ 
(1955, 4). Yet, while our rationality can foster sentiments of the absurd, it cannot by itself 
reason them away.  
Suicidal depression poses the problem to rationalism that you cannot reason somebody 
into having a lust for life when they have lost it. A depressed individual cannot be forced 
into action by virtue of their rationality. There is nothing irrational about inertia, nor 
suicide. Nevertheless, although a depressed individual, out of tune with their environment, 
cannot be given a reason to live, somebody who is connected to their lifeworld will have 
multiple reasons for living, especially on a good day. The point is that those reasons 
explicate why living is desirable for that individual, but they are not rationally compulsive in 
the sense that all rational beings must acknowledge them on the ground of their rationality 
(see Schaubroeck 2014, 117). So, if rationalists aim to outline what we should do if we were 
fully rational, quasi-realists can rebut that we would not have a reason to do anything. In 
fact, if reason by itself was supposed to drive action, I doubt we would even get out of bed 
in the morning. Moreover, if we do not, there is no reason why we must do so in virtue of 
our rationality. Iﾐ デｴｷゲ ヴWゲヮWIデが Tｴﾗﾏ;ゲ N;ｪWﾉ ;ヴｪ┌Wゲ デｴ;デ さぷｷへa ┘W デヴｷWS デﾗ ヴWﾉ┞ WﾐデｷヴWﾉ┞ ﾗﾐ 
reason, and pressed it hard, our lives and beliefs would collapse ね a form of madness that 
may actually occur if the inertial force of taking the world and life for granted is somehow 
ﾉﾗゲデく Ia ┘W ﾉﾗゲW ﾗ┌ヴ ｪヴｷヮ ﾗﾐ デｴ;デが ヴW;ゲﾗﾐ ┘ｷﾉﾉ ﾐﾗデ ｪｷ┗W ｷデ H;Iﾆ デﾗ ┌ゲざ ふヲヰヱヲ [1979], 20). 
Therefore, さぷ┘へｴ;デ ゲ┌ゲデ;ｷﾐゲ ┌ゲが ｷn belief as in action, is not reason or justification, but 
ゲﾗﾏWデｴｷﾐｪ ﾏﾗヴW H;ゲｷI デｴ;ﾐ デｴWゲWざ ふN;ｪWﾉ ヲヰヱヲ [1979], 20). 
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Quasi-realism has the upper hand over its rationalist competitors because it can ground 
reasons for living in the naturalistic framework of Humean psychology. In this respect, 
Wｷﾉﾉｷ;ﾏゲ Wﾉ┌IｷS;デWゲ H┌ﾏWげゲ ヮゲ┞Iｴﾗﾉﾗｪ┞ ﾗa ;Iデｷﾗﾐ H┞ W┝ヮﾉ;ｷﾐｷﾐｪ さデｴ;デ ┘W I;ﾐﾐﾗデ ｴ;┗W 
genuine reasons to act that have no connection whatever with anything that we care 
;Hﾗ┌デざ ふCｴ;ヮヮWﾉﾉ ヲヰヱ5ぶく Iデ aﾗﾉﾉﾗ┘ゲ aヴﾗﾏ H┌ﾏWげゲ ヮゲ┞Iｴﾗlogy that beliefs cannot motivate 
action without desires. This conclusion poses no problem for quasi-realists about ethics, for 
they root moral motivation in the concern for the common good, motivated by our desire 
not to be the kind of person whom we would ourselves disdain (Blackburn 2002, 133). By 
Iﾗﾐデヴ;ゲデが デｴW Iｴ;ﾉﾉWﾐｪW aﾗヴ ヴ;デｷﾗﾐ;ﾉｷゲデゲ ｷゲ WｷデｴWヴ デﾗ SWﾐ┞ H┌ﾏWげゲ ヮゲ┞Iｴﾗﾉﾗｪ┞ ﾗa ;Iデｷﾗﾐ ﾗヴ 
somehow overcome the paradox that beliefs do govern desires. In response, Michael Smith 
IﾗﾐゲｷSWヴゲ ﾏﾗヴ;ﾉ ;Iデｷﾗﾐ ;ゲ ┘ｴ;デ さpeople would all desire if they had a maximally informed 
and coherent and unified desire set, and that what it is for a desire set is to be coherent 
;ﾐS ┌ﾐｷaｷWS ﾐWWSゲ デﾗ HW ゲヮWﾉﾉWS ﾗ┌デ ｷﾐ デWヴﾏゲ ﾗa デｴW ヴ;デｷﾗﾐ;ﾉ ヮヴｷﾐIｷヮﾉWゲ デｴ;デ ｪﾗ┗Wヴﾐ SWゲｷヴWゲざ 
(2006, 101). NW┗WヴデｴWﾉWゲゲが “ﾏｷデｴ ;Iﾆﾐﾗ┘ﾉWSｪWゲ デｴ;デ ゲﾗﾏWデｷﾏWゲ ｴW さI;ﾐﾐﾗデ デｴｷﾐﾆ ﾗa ;ﾐ┞ 
convincing reasons to suppose that there are rational principles capable of delivering 
;ﾐ┞デｴｷﾐｪ デｴ;デ ┘W ┘ﾗ┌ﾉS ;ﾉﾉ SWゲｷヴW ｷa ┘W ｴ;S ; ﾏ;┝ｷﾏ;ﾉﾉ┞ ｷﾐaﾗヴﾏWS ;ﾐS IﾗｴWヴWﾐデ SWゲｷヴW ゲWデざ 
(Smith 2006, 102). In such moments of existential doubt, Smith concedes the limits of 
rationalism by explaining that さぷSへWゲｷヴWゲ ┘Wﾉﾉ ┌ヮ ;ﾐS IﾗﾐaｷSWﾐIW ﾉW┗Wﾉゲ ヴｷゲW ┘ｷデｴﾗ┌デ ヴW;ゲﾗﾐ 
ﾗヴ ﾃ┌ゲデｷaｷI;デｷﾗﾐ ;ﾐSが ┘ｴWﾐ デｴW┞ Sﾗが ┘W ｪﾗ aﾗヴ ｷデ ふぐぶく Iﾐ デｴｷゲ ┘;┞が ┘W ﾏﾗ┗W aﾗヴ┘;ヴS ｷﾐ the only 
┘;┞ ┘W I;ﾐ ｪｷ┗Wﾐ デｴ;デ ; ヴ;デｷﾗﾐ;ﾉ ヴWゲヮﾗﾐゲW デﾗ ﾗ┌ヴ IｷヴI┌ﾏゲデ;ﾐIWゲ ｷゲ ｷﾏヮﾗゲゲｷHﾉWざ ふヲヰヰヶが ヱヰヵぶく  
 
Since there are no rational reasons to act, rationalism is unsustainable as a meta-ethical 
framework. Specifically, if rationalism cannot explain why we act at all in face of the absurd, 
ｷデ ;ﾉゲﾗ I;ﾐﾐﾗデ W┝ヮﾉ;ｷﾐ ┘ｴ┞ ┘W ;Iデ aﾗヴ ﾏﾗヴ;ﾉ ヴW;ゲﾗﾐゲく AIIﾗヴSｷﾐｪ デﾗ “ﾏｷデｴが さぷｷへデ ｷゲ ┌ﾐゲWデデﾉｷﾐｪ デﾗ 
ヴW;ﾉｷゲW デｴ;デ ﾗ┌ヴ ヮ┌ヴゲ┌ｷデ ﾗa ┗;ﾉ┌W ふぐぶ ｷゲ ┌ﾐSWヴ┘ヴｷデデWﾐ H┞ ゲ┌Iｴ ┌ﾐヴW;ゲﾗﾐWS ヴWゲヮﾗﾐゲWゲく B┌デ 
unfortunately, (...) that really does sWWﾏ デﾗ HW ;ﾉﾉ デｴ;デ デｴWヴW ｷゲざ ふヲヰヰヶが ヱヰヶぶく Hﾗ┘W┗Wヴが ゲ┌Iｴ 
a bemused response to the human condition results from a mistaken rationalistic view on 
the world. The sentiment of the absurd arises when we stand back from the flow of life and 
rationally reflect on the justification of those details. Thus disturbing the flow, more 
rational reflection will not reconnect us to life. Yet, as Hume argued, what sustains us in life 
is not our rationality but our sentimental natures に our cares, concerns and desires. 
Crucially, when motivated by these cares, concerns and desires, we do not experience our 
actions as absurd. As Blackburn observes, さぷﾏへW;ﾐｷﾐｪ IﾗﾏWゲ ┘ｷデｴ ;Hゲﾗヴヮデｷﾗﾐ ;ﾐS 
Wﾐﾃﾗ┞ﾏWﾐデが デｴW aﾉﾗ┘ ﾗa SWデ;ｷﾉゲ デｴ;デ ﾏ;デデWヴ デﾗ ┌ゲざ ふヲヰヰ3, 70). In other words, although there 
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may be no reason to live that armlocks us in virtue of our rationality, this does not bother 
us when we have a lust for life. For this reason, pace rationalists, ｷa ゲﾗﾏWﾗﾐW さｷゲ ｴ;ﾉa ｷﾐ ﾉﾗ┗W 
with easeful death, or sickened by the human carnival, he needs a change of government, 
or a tonic, or a holidayが ヴ;デｴWヴ デｴ;ﾐ ;ﾐ ;ヴｪ┌ﾏWﾐデざ ふBlackburn 2003, 64).  
 
As opposed to rationalists, quasi-realists about ethics can appeal to a fairly straightforward 
strategy to dispel existential doubt, even when it develops into clinical depression. The 
ゲﾗﾉ┌デｷﾗﾐ ｷゲ ヴﾗﾗデWS ｷﾐ H┌ﾏWげゲ ┘Wﾉﾉ-known dismissal of epistemological scepticism. When 
Hume highlighted that inductive reasoning was without rational ground, his philosophy 
made it impossible to rationally prove a causal relationship between, say, crashing into a 
bus and being flung away (with mortal injuries). Moreover, as highlighted by Nagel, 
enthralled by such ヴ;デｷﾗﾐ;ﾉ ゲIWヮデｷIｷゲﾏが ┘W I;ﾐ Sﾗ┌Hデ さ┘ｴ┞ ┘W ゲｴﾗ┌ﾉS デ;ﾆW デヴﾗ┌HﾉW ﾗ┗Wヴ ﾗ┌ヴ 
ﾗ┘ﾐ Iﾗﾏaﾗヴデ ;デ ;ﾉﾉざ ふヲヰヱヲが ヱΓ [1979]; also quoted in Smith 2006, 19). For obvious reasons, 
H┌ﾏW SWゲIヴｷHWS デｴW ﾗ┌デIﾗﾏW ﾗa ｴｷゲ ヴ;デｷﾗﾐ;ﾉ ゲIWヮデｷIｷゲﾏ ;ゲ ; さphilosophical melancholy and 
SWﾉｷヴｷ┌ﾏざが ゲデヴWゲゲｷﾐｪ デｴ;デ さヴW;ゲﾗﾐ ｷゲ ｷﾐI;ヮ;HﾉW ﾗa SｷゲヮWﾉﾉｷﾐｪ デｴWゲW Iﾉﾗ┌Sゲざ ふヱΒΓヶ [1739], 269). 
YWデが さぷﾏへﾗゲデ aﾗヴデ┌ﾐ;デWﾉ┞ ｷデ ｴ;ヮヮWﾐゲざが ;IIﾗヴSｷﾐｪ デﾗ H┌ﾏWが デｴ;デ  
 
ﾐ;デ┌ヴW ｴWヴゲWﾉa ゲ┌aaｷIWゲ デﾗ デｴ;デ ヮ┌ヴヮﾗゲW ふぐぶ WｷデｴWヴ H┞ ヴWﾉ;┝ｷﾐｪ デｴｷゲ HWﾐデ ﾗa ﾏｷﾐSが ﾗヴ H┞ 
some avocation, and lively impression of my senses, which obliterate all these 
chimeras. I dine, I play a game of backgammon, I converse, and am merry with my 
aヴｷWﾐSゲき ;ﾐS ┘ｴWﾐ ;aデWヴ デｴヴWW ﾗヴ aﾗ┌ヴ ｴﾗ┌ヴゲげ ;ﾏ┌ゲWﾏWﾐデが I ┘ﾗ┌ﾉS ヴWデ┌ヴﾐ デﾗ デｴWゲW 
ゲヮWI┌ﾉ;デｷﾗﾐゲが デｴW┞ ;ヮヮW;ヴ ゲﾗ IﾗﾉSが ;ﾐS ゲデヴ;ｷﾐげSが ;ﾐS ヴｷSｷI┌ﾉﾗ┌ゲが デｴ;デ I I;ﾐﾐﾗデ aｷﾐS ｷﾐ 
my heart to enter into them any farther (1896 [1739], 269).  
 
HuﾏWげゲ ;┗ﾗI;デｷﾗﾐゲ ﾏ;┞ ;ヮヮW;ヴ ;Hゲ┌ヴSﾉ┞ デヴｷ┗ｷ;ﾉ ┘ｴWﾐ ┗ｷW┘WSが ヴ;デｷﾗﾐ;ﾉﾉ┞が sub specie 
aeternitatis, but they really are the self-justifying details that provide life with meaning.  
 
Aｪ;ｷﾐが ;ゲ ┘ｷデｴ ﾏﾗゲデ ﾗa H┌ﾏWげゲ ゲﾗﾉ┌デｷﾗﾐゲが ヴ;デｷﾗﾐ;ﾉｷゲデゲ ┘ｷﾉﾉ ヴWﾏ;ｷﾐ ┌ﾐゲ;デｷゲaｷWS ┘ｷth avocations 
as a response to the absurd. In particular, Michael Smith SｷゲﾏｷゲゲWゲ H┌ﾏWげゲ さヮゲ┞IｴﾗﾉﾗｪｷI;ﾉ 
ゲデヴ;デWｪ┞ざ ﾗa さSｷゲデヴ;Iデぷｷﾐｪへ ﾗ┌ヴゲWﾉ┗Wゲざが HWI;┌ゲW ｷデ I;ﾐﾐﾗデ HW ヴ;デｷﾗﾐ;ﾉﾉ┞ ﾃ┌ゲデｷaｷWS ┘ｴ┞ デｴW W;ゲW 
of distraction is preferable to the doubt of philosophical melancholy or the torment of 
clinical depression (2006, 103). At the same time, acknowledging the impotence of 
ヴ;デｷﾗﾐ;ﾉｷゲﾏ ｷﾐ a;IW ﾗa デｴW ;Hゲ┌ヴSが “ﾏｷデｴ HWｪヴ┌Sｪｷﾐｪﾉ┞ さ;ｪヴWWぷゲへ ┘ｷデｴ H┌ﾏW デｴ;デ ゲﾗﾏW ﾆｷﾐS 
ﾗa Sｷゲデヴ;Iデｷﾗﾐ ｷゲ デｴW ﾗﾐﾉ┞ ヮヴ;IデｷI;ﾉ ヴWゲヮﾗﾐゲWざが H┌デ ;Sds, さ┌ﾐﾉｷﾆW H┌ﾏWざが デｴ;デ さdistraction is 
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ﾐﾗデ ゲ┌ヮヮﾗゲWS デﾗ Hヴｷﾐｪ ;Hﾗ┌デ ;ﾐ┞デｴｷﾐｪ ﾗa ;ﾐ┞ ┘ﾗヴデｴざ (2006, 105). This rationalist dismissal 
WIｴﾗWゲ Bﾉ;ｷゲW P;ゲI;ﾉげゲ IヴｷデｷIｷゲﾏ ﾗa SｷｪヴWゲゲｷﾗﾐ ふdivertissement) as a false consciousness which 
follows from the inability of human beings to acknowledge the inherent misery of their 
condition (2011 [1669-1670]ぶく Fﾗヴ P;ゲI;ﾉが H┌ﾏWげゲ ;┗ﾗI;デｷﾗﾐゲ ;ヴW ┘ｴ;デ N;ｪWﾉ I;ﾉﾉゲ ; さ┘;┞ デﾗ 
avoid the relevant self-IﾗﾐゲIｷﾗ┌ゲﾐWゲゲざ ふヲヰヱヲ [1979], 21). Similarly, even Bernard Williams 
ヴWS┌IWゲ H┌ﾏWげゲ ゲﾗlution to a さI;ヴWﾉWゲゲﾐWゲゲ ;ﾐS ｷﾐ;デデWﾐデｷﾗﾐざ ふヲヰヰヱが ┝┗ｷｷぶく Iﾐ ヮﾗゲデﾏﾗSWヴﾐｷデ┞が 
Wｷﾉﾉｷ;ﾏゲ ;ヴｪ┌Wゲが ゲ┌Iｴ SｷｪヴWゲゲｷﾗﾐゲ ｴ;┗W ﾏ;ﾐｷaWゲデWS デｴWﾏゲWﾉ┗Wゲ ｷﾐ さ; ヮﾉW;ゲ;ﾐデﾉ┞ 
┌ﾐSWﾏ;ﾐSｷﾐｪ ;ﾐS ┌ﾐヴWaﾉWIデｷ┗W ┘;┞ ﾗa ﾉｷ┗Wが ; S;┣WS H┌デ ;SWケ┌;デWﾉ┞ WaaｷIｷWﾐデ Iﾗﾐゲ┌ﾏWヴｷゲﾏざ 
(Williams 2001, xiv). However, while such psychological flight is no doubt prevalent in 
IﾗﾐデWﾏヮﾗヴ;ヴ┞ WWゲデWヴﾐ I┌ﾉデ┌ヴWが H┌ﾏWげゲ ;┗ﾗI;デｷﾗﾐゲ ;ヴW ﾐﾗデ H┞ SWaｷﾐｷデｷﾗﾐ SｷｪヴWゲゲｷﾗﾐゲ ｷﾐ 
P;ゲI;ﾉげゲ デWヴﾏゲく  
 
First, tｴW Sｷゲﾏｷゲゲ;ﾉ ﾗa H┌ﾏWげゲ ;┗ﾗI;デｷﾗﾐゲ ;ゲ ﾏWヴW Sｷゲデヴ;Iデｷﾗﾐゲ aヴﾗﾏ ﾏ;ﾐげゲ ｷﾐｴWヴWnt misery 
results from a mistaken rational perspective. While they may appear absurd when viewed 
sub specie aeternitatis, those who are in the flow of such avocations that provide meaning 
to their lives do not experience them as digressions. Instead, in their engrossment, these 
avocations present them with undeniable experiences of value. So rather than dismissing 
H┌ﾏWげゲ ;┗ﾗI;デｷﾗﾐゲ ;ゲ SｷｪヴWゲゲｷﾗﾐゲ sub specie aeternitatis, they should be seen as autotelic 
or self-justifying engrossments from within his personal perspective. In this respect, 
Williams argues デｴ;デ さぷヮへｴｷﾉﾗゲﾗヮｴWヴゲ ふぐぶ ヴWヮW;デWSﾉ┞ ┌ヴｪW ﾗﾐW デﾗ ┗ｷW┘ デｴW ┘ﾗヴﾉS sub specie 
aeternitatisが H┌デ aﾗヴ ﾏﾗゲデ ｴ┌ﾏ;ﾐ ヮ┌ヴヮﾗゲWゲ デｴ;デ ｷゲ ﾐﾗデ ; ┗Wヴ┞ ｪﾗﾗS ゲヮWIｷWゲ デﾗ ┗ｷW┘ ｷデ ┌ﾐSWヴざ 
(Smart and Williams 1973, 118, original Wﾏヮｴ;ゲｷゲぶく “WIﾗﾐSが H┌ﾏWげゲ WﾐｪヴﾗゲゲﾏWﾐデ ｷﾐ 
avocations is not necessarily a careless inattentiveness. Williams explains that the challenge 
outlined by Nietzsche in a post-ﾏWデ;ヮｴ┞ゲｷI;ﾉ ┘ﾗヴﾉS ｷゲ HWｷﾐｪ ;HﾉW デﾗ ゲ;┞ け┞Wゲげ デﾗ ﾉｷaWが ﾆﾐﾗ┘ｷﾐｪ 
a┌ﾉﾉ ┘Wﾉﾉ デｴ;デ さ; ゲWﾐゲW ﾗa デｴW ┘ﾗヴﾉSげゲ ;IｴｷW┗WﾏWﾐデゲ ;ﾐS ｪﾉﾗヴｷWゲ ふぐぶ I;ﾐﾐﾗデ ｷﾐ Iﾗﾏﾏﾗﾐ 
honesty be separated from the knowledge of the horrors that have been involved in 
Hヴｷﾐｪｷﾐｪ デｴWゲW デｴｷﾐｪゲ ;Hﾗ┌デざ ふWｷﾉﾉｷ;ﾏゲ ヲヰヰヱが ┝ｷ┗ぶく Hﾗ┘W┗Wヴが デｴｷゲ Iｴ;ﾉﾉWﾐｪW ｷゲ ヮ;ヴデｷI┌ﾉ;ヴﾉ┞ 
steep to overcome without succumbing to irrational faith. Case in point, unable to cope 
with a premonition of Nietzschean nihilism at the dawn of modernity, Pascal was driven 
into the arms of Jansenist Catholicism at Port-Royal. Of course, the horrors of the world 
cannot be denied, but given how psychologically traumatic it is to always keep them in 
mind, some therapeutic relief in the form of Humean engrossments is a more mature 




In conclusion, my investigation to safeguard critique has ultimately highlighted the 
psychological trauma of its limits. Although the concern for the common good commands 
us to alleviate the plight of others when we can, even if we devote every living moment to 
unabated critique, we cannot wholly emancipate the world and neither would we be able 
to sustain our own psychological health. There is a painfully absurd gap between the 
demands of critique and its limits, which translates into a psychological conflict in ethical 
life between the care for others and the care of self. In order to cope with this psychological 
IﾗﾐaﾉｷIデが ┘ｴｷIｴ ﾏ;┞ ｪWﾐWヴ;デW ﾏWﾉ;ﾐIｴﾗﾉ┞が ｷa ﾐﾗデ SWヮヴWゲゲｷﾗﾐが H┌ﾏWげゲ ;┗ﾗI;デｷﾗﾐゲ ;ヴW 
quintessentially important as details that provide life with meaning when our rationality 
fails to sustain it. At the same time, we cannot simply lose ourselves in pleasant 
engrossments all the time and ignore the demands of critique altogether. A balance needs 
to be struck between critique and psychological relief. In this respect, the definitive 
combination of critique and entertainment in satire is significant. Above, I have conceded 
that satire is not the most efficient or even committed form of critique, abated as it is by 
entertainment. Yet, in light of the psychologically traumatic limits of critique, the 
abatement ﾗa WﾐデWヴデ;ｷﾐﾏWﾐデ ﾗHデ;ｷﾐゲ ゲｷｪﾐｷaｷI;ﾐIW ;ゲ デｴWヴ;ヮ┞く Iﾐ デｴｷゲ ヴWゲヮWIデが H┌ﾏWげゲ 
avocations are particularly similar to entertainment. Indeed, he explicitly highlights how 
デｴW┞ ヮヴﾗ┗ｷSW ｴｷﾏ ┘ｷデｴ ;ﾏ┌ゲWﾏWﾐデく Wｴﾗ ﾆﾐﾗ┘ゲが ﾏ;┞HW H┌ﾏWげゲ aヴｷWﾐSゲ ┘WヴW ｷﾐ デｴW ｴ;Hｷデ ﾗa 
sharing witticisms when playing backgammon or dining. In any case, in what follows, I will 
develop the therapeutic function of entertainment as stimulating exactly the kind of 
デｴWヴ;ヮW┌デｷI WﾐｪヴﾗゲゲﾏWﾐデ ;ゲ H┌ﾏWげゲ ;┗ﾗI;デｷﾗﾐゲく 
 
7. REVALUING ENTERTAINMENT 
I propose to revalue entertainment in satire as a therapy to cope with the psychologically 
traumatic limits of critique. This proposal links to popular ideas in folk psychology about 
how art and aesthetic experiences are crucial among those that provide reasons for living in 
a;IW ﾗa ;Hゲ┌ヴSｷデ┞く Iﾐ デｴｷゲ ヴWゲヮWIデが ;デ デｴW WﾐS ﾗa WﾗﾗS┞ AﾉﾉWﾐげゲ Manhattan (1979), the 
protagonist, Isaac Davies, breaches the question さ┘ｴ┞ ｷゲ ﾉｷaW ┘ﾗヴデｴ ﾉｷ┗ｷﾐｪいざ HW ヴWヮﾉｷWゲが  
 
ぷデへｴWヴW ;ヴW IWヴデ;ｷﾐ デｴｷﾐｪゲが I ｪ┌Wゲゲが デｴ;デ ﾏ;ﾆW ｷデ ┘ﾗヴデｴ┘ｴｷﾉWく ふぐぶ Groucho Marx に to 
name one thing に Willie Mays [a baseball player], and the second movement of the 
J┌ヮｷデWヴ “┞ﾏヮｴﾗﾐ┞が ;ﾐS Lﾗ┌ｷゲ Aヴﾏゲデヴﾗﾐｪが ヴWIﾗヴSｷﾐｪ ﾗa さPﾗデ;デﾗ HW;S Bﾉ┌Wゲざが “┘WSｷゲｴ 
movies, naturally, Sentimental Education by Flaubert, Marlon Brando, Frank Sinatra, 
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those incredible apples and pears by Cezanne, the crabs at Sam Woげs, [his ex-lover] 
Tヴ;IW┞げゲ a;IWく  
 
Interestingly, Isaac introduces (almost) exclusively aesthetic reasons for living. His list 
includes fine or highbrow art, alongside popular entertainment, as well as aspects of 
everyday aesthetics, including food, sports and sex (see Light and Smith 2005; Kupfer 1983). 
The point is not that aesthetic experiences are the only reasons which provide life with 
meaning. There are other reasons for living which are at least as strong, if not stronger. 
Mﾗゲデ ヮヴﾗﾏｷﾐWﾐデﾉ┞が ;ﾉデｴﾗ┌ｪｴ Tヴ;IW┞げゲ a;IW ヮヴWゲWﾐデゲ Iゲ;;I ┘ｷデｴ ;ﾐ W┝ヮWヴｷWﾐIW ﾗa HW;┌デ┞が ｷデ 
also evokes feelings of love. Nonetheless, because they are so engrossing, aesthetic 
experiences are primary among those that keep individuals going in moments of existential 
doubt. 
 
In philosophy, art and aesthetic experiences are similarly recognised as therapy for the 
absurd. Take NｷWデ┣ゲIｴWげゲ ﾗ┘ﾐ ゲデヴ;デWｪ┞ デﾗ IﾗヮW ┘ｷデｴ デヴ;┌ﾏ;デｷI デヴ┌デｴa┌ﾉﾐWゲゲ ｷﾐ ; ヮﾗゲデ-
metaphysical world. Camus explains, さAヴデ ;ﾐS ﾐﾗデｴｷﾐｪ H┌デ ;ヴデがざ ゲ;ｷS NｷWデ┣ゲIｴWき さ┘W ｴ;┗W ;ヴデ 
ｷﾐ ﾗヴSWヴ ﾐﾗデ デﾗ SｷW ﾗa デｴW デヴ┌デｴざ ふ1955, 69ぶく “ｷﾏｷﾉ;ヴﾉ┞が Wｷﾉﾉｷ;ﾏゲ Iﾉ;ヴｷaｷWゲ デｴ;デ NｷWデ┣ゲIｴW さSﾗWゲ 
not mean that we possess art in place of the truth; he means that we possess art so that we 
I;ﾐ ヮﾗゲゲWゲゲ デｴW デヴ┌デｴ ;ﾐS ﾐﾗデ ヮWヴｷゲｴ ﾗa ｷデざ ふヲヰヰヱが ┝ｷ┝ぶく Iﾐ ﾗデｴWヴ ┘ﾗヴSゲが NｷWデ┣ゲIｴW ｴｷｪｴﾉｷｪｴデゲ 
art as an exceptional source to deliver the kind of engrossments which invest life with value 
in a disenchanted universe. Likewise, Blackburn identifies a similar therapeutic use of art 
;ﾐS ;WゲデｴWデｷIゲ ｷﾐ Wｷﾉﾉｷ;ﾏゲげゲ ﾗ┘ﾐ ﾉｷaW ;ゲ ; ヮｴｷﾉﾗゲﾗヮｴWヴく Portraying Williams as a philosopher 
troubled by his philosophy, Blackburn alludes to his love of opera as a strategy of 
デｴWヴ;ヮW┌デｷI ヴWﾉｷWaく Bﾉ;IﾆH┌ヴﾐ IﾗﾐデWﾐSゲ さI suspect that ｴW ぷWｷﾉﾉｷ;ﾏゲへ Wﾐ┗ｷWS デｴW ;ヴデｷゲデざ aﾗヴ 
さデｴW ヴWゲ┌ﾉデ ﾗa ;Iケ┌;ｷﾐデ;ﾐIW ┘ｷデｴ ﾗヮWヴ;が W┗Wﾐ デヴ;ｪｷI ﾗヮWヴ;が ｷゲ ﾉｷaW-enhancing, renewing, 
rejuvenating, whereas the result of immersion in philosophy is too often impatience and 
ﾏWﾉ;ﾐIｴﾗﾉ┞ざ ふn.d.). In other words, not just artists like Woody Allen, but philosophers too, 
often turn towards art and aesthetics to cope with absurd sentiments.  
 
The idea that the experience of beauty can have a therapeutic effect has considerable 
traction in folk psychology and philosophy. Currently, Mark Wynn and Anastasia Scrutton 
are further developing these intuitions, alongside recent findings in psychology about the 
interaction between beauty and wellbeing, in a research project at the University of Leeds 
ﾗﾐ さMWﾐデ;ﾉ “┌aaWヴｷﾐｪが デｴW E┝ヮWヴｷWﾐIW ﾗa BW;┌デ┞が ;ﾐS WWﾉﾉHWｷﾐｪざ ふヲヰヱヶぶく Iﾐ ﾏ┞ aｷﾐ;ﾉ Iｴ;ヮデWヴが 
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I will engage specifically with psychological research about the impact of humour on 
wellbeing to further develop the idea of satire as therapy. For now, I will ground the 
therapeutic function of entertainment in a theoretical investigation of the intrinsic value of 
aesthetic experiences. As I will explain, aesthetic experiences, especially the unexalted 
pleasures of entertainment, are self-justifying or autotelic. In other words, when we are 
engrossed in the aesthetic experience of entertainment, we are so for the sake of that 
experience itself. In such moments, we experience what the positive psychologist Mihaly 
Csikszentmihalyi ｴ;ゲ I;ﾉﾉWS けaﾉﾗ┘げ ふヱΓΓヰぶく AIIﾗヴSｷﾐｪ デﾗ Csikszentmihalyiが さぷデへｴW ;┌デﾗデWﾉic 
W┝ヮWヴｷWﾐIWが ﾗヴ aﾉﾗ┘が ﾉｷaデゲ デｴW Iﾗ┌ヴゲW ﾗa ﾉｷaW デﾗ ; SｷaaWヴWﾐデ ﾉW┗Wﾉく ふぐぶ WｴWﾐ W┝ヮWヴｷWﾐIW ｷゲ 
ｷﾐデヴｷﾐゲｷI;ﾉﾉ┞ ヴW┘;ヴSｷﾐｪ ﾉｷaW ｷゲ ﾃ┌ゲデｷaｷWS ｷﾐ デｴW ヮヴWゲWﾐデざ ふヱΓΓヰが ヶΓぶく Accordingly, what Hume 
described as engrossment in avocations, positive psychologists would nowadays qualify as 
flow. Similarly, when Blackburn suggests that we should take a holiday when we experience 
severe existential doubt, it is because we would reconnect to the flow of life when we have 
lost it. While positive psychology teaches that there are various ways to achieve such a self-
justifying experience, I will highlight that the aesthetic pleasures of entertainment are 
particularly plausible candidates to stimulate flow, because of their intrinsic autotelic 
nature.  
 
To clarify, I introduce the concept flow to lend some psychological support to my claims 
about the therapeutic function of engrossments in aesthetic experiences, specifically 
entertainment. Yet, my claims will remain philosophical, in the sense that I will 
philosophically analyse aesthetic experiences to highlight that they are autotelic in the 
same way as Csikszentmihalyi characterises flow. In other words, I do not set out to prove 
that aesthetic experiences stimulate flow, but to make it philosophically plausible. Further, I 
construe the therapeutic function of aesthetic experiences broadly alongside the lines of 
H┌ﾏWげゲ ヮゲ┞IｴﾗﾉﾗｪｷI;ﾉﾉ┞ ヴWﾉ;┝ｷﾐｪ ;┗ﾗI;デｷﾗﾐゲく Accordingly, I am not making any claims about 
entertainment as therapy in a clinical setting. Such therapeutic function of aesthetic 
experiences ｷﾐ ;ﾐ W┗Wヴ┞S;┞ ゲWデデｷﾐｪ ｷゲ ｷﾐ デｴW ﾉｷﾐW ﾗa デｴW ﾆｷﾐSゲ ﾗa けﾗヮデｷﾏ;ﾉ W┝ヮWヴｷWﾐIWゲげ aﾉﾗ┘ ｷゲ 
supposed to stimulate according to Csikszentmihalyi. I do assume flow has its uses in 
clinical psychology, but will not consider these here. I also do not claim that entertainment 
is the only aesthetic category with therapeutic relevance or potential to stimulate flow. I 
assume that aesthetic experiences which have a plausible therapeutic dimension are ones 
which are intrinsically pleasurable or delightful. This broad demarcation excludes aesthetic 
experiences that set out to shock or disturb, but certainly does not only include 
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entertainment. For one, the aesthetic experience of beauty in nature has been linked to 
wellbeing in recent psychological research (Zhang, Howell and Iyer 2014). Still, on the 
ｪヴﾗ┌ﾐSゲ ﾗa デｴWｷヴ ﾆｷﾐゲｴｷヮ ┘ｷデｴ H┌ﾏWげゲ ;┗ﾗI;デｷﾗﾐゲが I Sﾗ IﾗﾐゲｷSWヴ デｴW W;ゲ┞ ヮﾉW;ゲ┌ヴWゲ ﾗa 
entertainment as a particularly good candidate to exhibit the therapeutic benefits of flow 
and accordingly relax the mind and dispel clouds of melancholy.   
 
Ironically, my appraisal of entertainment as therapeutic engrossment in unexalted aesthetic 
pleasures is reminiscent ﾗa KｷWヴﾆWｪ;;ヴSげゲ Sｷゲﾏｷゲゲ;ﾉ ﾗa ;WゲデｴWデｷIｷゲﾏ ;ゲ ﾏﾗヴ;ﾉﾉ┞ ゲ┌ゲヮｷIｷﾗ┌ゲく Aゲ 
a reminder, Kierkegaard criticised ;WゲデｴWデWゲ HWI;┌ゲW デｴW┞ ゲWWﾆ デﾗ さWゲI;ヮぷWへ デｴW 
nothingness of existence by attempting to coincide with experiences of immediacy that are 
HW;┌デｷa┌ﾉが ｷﾐデWヴWゲデｷﾐｪが ;ﾐS Sｷゲデヴ;Iデｷﾐｪざ ふGｷWゲW ヲヰヱヱが ヶヴぶく Tｴｷゲ SWゲIヴｷヮデｷﾗﾐ ﾏ;┞ ﾐﾗデ Iﾗ┗Wヴ ;ﾉﾉ 
aesthetic experiences, but it is particularly applicable to engrossment in the easy pleasures 
of entertainment. By contrast, instead of aesthetic engrossment, Kierkegaard sought to 
cultivate existential fear and trembling in order to achieve an authentic way of life (Flynn 
2006, 70-77). After intense guilt and inner suffering, this authentic life culminates in the 
complete devotion to God (Amir 2014, 118-199). However, dismissing speculations about 
the supernatural as transcendental, quasi-realists argue that ｷデ ｷゲ KｷWヴﾆWｪ;;ヴSげゲ ヴWﾉｷgiosity, 
not aesthetic experiences, which presents the real escapism in face of the absurd. 
Moreover, what good is advice on life from someone who, like Hamlet, became known as 
the melancholy Dane (Martin 1950)? Pace Kierkegaard, there is nothing wrong with not 
wanting to cultivate depression by constantly lingering on the absurdity of life. 
Furthermore, as the example of Hume himself highlights, somebody who is at times 
engrossed in entertaining avocations does not necessarily cultivate an amoral lifestyle. 
Rather, life-affirming engrossment in entertainment can be a therapeutically mature 
strategy to cope with the absurd gap between the demands of critique and its limits.  
 
Aesthetic experiences can be of great importance to stimulate flow in face of existential 
absurdity, especially if they only appear to be trivial avocations or mere entertainment. 
T;ﾆW ┘;デIｴｷﾐｪ ヮヴﾗaWゲゲｷﾗﾐ;ﾉ ゲヮﾗヴデく AIIﾗヴSｷﾐｪ デﾗ Wﾗﾉaｪ;ﾐｪ WWﾉゲIｴが さデｴW ┗Wヴ┞ a;ゲIｷﾐ;デｷﾗﾐ ┘ｷデｴ 
sport derives from aspects that, in a different form, we are used to experiencing and 
;Sﾏｷヴｷﾐｪ ｷﾐ デｴW ;ヴデゲざ ふヲヰヰヵが ヱヴΓぶく WWﾉゲIｴ ゲヮWIｷaｷWゲ デｴ;デ さ;WゲデｴWデｷI ヮWヴaWIデｷﾗﾐ ｷゲ ﾐﾗデ 
ｷﾐIｷSWﾐデ;ﾉ デﾗ ゲヮﾗヴデｷﾐｪ ゲ┌IIWゲゲが H┌デ ｷﾐデヴｷﾐゲｷI デﾗ ｷデざ ふヲヰヰヵが ヱンΑぶく Iデ ｷゲ デヴ┌W デｴ;デ ゲヮﾗヴデ ｪWﾐWヴ;ﾉﾉ┞ 
involves a focus on winning and its associated material or psychological rewards. However, 
WゲヮWIｷ;ﾉﾉ┞ デﾗ ; ゲヮﾗヴデ さヮ┌ヴｷゲデざが ヴ;デｴWヴ デｴ;ﾐ さヮ;ヴデｷゲ;ﾐざ ふM┌ﾏaﾗヴS ヲヰヱヲが ヱンヴぶが ｷデ ｷゲ Wケ┌;ﾉﾉ┞ デヴ┌W 
125 
 
デｴ;デ さ;ヮヮヴWIｷ;デｷﾗﾐ ﾗa HW;┌デｷa┌ﾉ ヮﾉ;┞ W┝IWWSゲ デｴW SWゲｷヴW aﾗヴ ┗ｷIデﾗヴ┞ざ ふG┌ﾏHヴWIｴデ 2009, 154). 
Moreover, even someone who is partisan to a particular athlete, player or team will often 
IﾗﾐIWSW デｴ;デ さぷ┘へｴ;デ ｷゲ Iヴ┌Iｷ;ﾉが WゲヮWIｷ;ﾉﾉ┞ aヴﾗﾏ デｴW ;WゲデｴWデｷI ヮﾗｷﾐデ ﾗa ┗ｷW┘が ｷゲ how the 
score/win is made, not that ｷデ ｷゲ ﾏ;SWざ ふK┌ヮaWヴ ヱΓΒンが ヱヲヱが ﾗヴｷｪｷﾐ;ﾉ Wﾏヮｴ;ゲｷs). In this 
respect, sport talk shows usually do not pass the time simply reflecting on how the game 
can or should be won, but how it can and should be won beautifully. Likewise, supporters 
of professional road cycling leave their houses or switch on their TVs not simply to support 
one rider, if they do so at all, but in the hope of seeing a beautiful race. 
 
At the same time, although professional sporting events have become aestheticised, they 
cannot claim the same highbrow status as art. Instead, sport remains somewhat distrusted 
;ゲ ; さゲｴﾗ┘ aﾗヴ デｴW ;ﾏ┌ゲWﾏWﾐデ ﾗa デｴW WﾐデWヴデ;ｷﾐﾏWﾐデ ゲﾗIｷWデ┞ざ ふWWﾉゲIｴ ヲヰヰヵが ヱンΑぶく YWデが W┗Wﾐ 
;ゲ ﾏWヴW WﾐデWヴデ;ｷﾐﾏWﾐデが H;ﾐゲ UﾉヴｷIｴ G┌ﾏHヴWIｴデ W┝ヮﾉ;ｷﾐゲ デｴ;デ さゲヮﾗヴデゲ I;ﾐ HWIﾗﾏWが Hﾗデｴ aﾗヴ 
athletes and spectators, a strategy of secular re-WﾐIｴ;ﾐデﾏWﾐデざ ふヲヰヰΓが ヱヵヰぶく Watching sport 
can claim such an enchanting function in virtue of the aesthetic experiences it delivers, 
even if they are usually categorised, if not mistrusted, as mere unexalted pleasures. In this 
ヴWゲヮWIデが JﾗゲWヮｴ Hく K┌ヮaWヴ W┝ヮﾉ;ｷﾐゲ デｴ;デ さぷデへｴW ゲヮﾗヴデ ゲｷデ┌;デｷﾗﾐ ｷゲ ｷﾐ a very obvious sense 
ﾗ┌デゲｷSW デｴW けヴW;ﾉげ ┘ﾗヴSく Iデ ｷゲ ゲWデ ┌ヮ aﾗヴ デｴW ヮ┌ヴヮﾗゲW ﾗa Wﾐﾃﾗ┞ｷﾐｪ HﾗSｷﾉ┞ ;Iデｷ┗ｷデ┞ デﾗ┘;ヴS ﾐﾗ 
a┌ヴデｴWヴ W┝デヴｷﾐゲｷI WﾐSざ ふヱΓΒンが ヱヱヴぶく Oﾐ デｴW ﾗﾐW ｴ;ﾐSが デｴｷゲ ｷﾐデヴｷﾐゲｷI;ﾉｷデ┞ W┝ヮﾉ;ｷﾐゲ さ┘ｴ┞ ゲヮﾗヴデが 
viewed (and sometimes ironically assessed) from ﾉｷaWげゲ ヮWヴゲヮWIデｷ┗W ﾗa ﾐWIWゲゲｷデ┞が ﾗaデWﾐ 
;ヮヮW;ヴゲ ;Hゲ┌ヴSざ ふWWﾉゲIｴ ヲヰヰヵが ヱヴヲぶく Hﾗ┘W┗Wヴが ゲ┌Iｴ ;ﾐ W┝デヴｷﾐゲｷI ┗ｷW┘ヮﾗｷﾐデ ｷゲ ﾗﾐIW ﾏﾗヴW ; 
ﾏｷゲデ;ﾆWﾐ ゲｷSW┘;┞ゲ ヮWヴゲヮWIデｷ┗Wく K┌ヮaWヴ W┝ヮﾉ;ｷﾐゲ デｴ;デ さぷデへｴW ;WゲデｴWデｷI ;デデｷデ┌SW ヴWケ┌ｷヴWゲ デｴ;デ 
┘W けSｷゲデ;ﾐIWげ ﾗ┌ヴゲWﾉ┗Wゲ ; Hｷデ aヴﾗﾏ ゲ┌Iｴ ヴW;ﾉｷゲデｷIが W┗Wヴ┞S;┞ IﾗﾐIWヴﾐゲざ ふヱΓΒンが ヱンヴぶく Tｴｷゲ 
distance is generated exactly by attending to the beauty of the game, rather than any other 
extrinsic concerns. As a result, to those who are under the spell of beautiful plays, sport 
does not seem absurd. Similarly, those engrossed in other entertainment and aesthetic 
experiences do not despair that life is without meaning. As positive psychologists would 
argue, the experience of flow is self-justifying or autotelic.  
 
Aesthetic experiences can have a therapeutic function in face of the absurd or other 
existential doubt in virtue of their intrinsic value. As discussed before, making minimal 
metaphysical commitments, aesthetic experiences can be understood as さderived from 
attending in a discriminating manner to forms, qualities or meaningful features of things, 
attending to these for their own sake or for the sake of a payoff intrinsic to this very 
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W┝ヮWヴｷWﾐIWざ ふ“デWIﾆWヴ ヲヰヱヰが 45ぶく ‘ﾗHWヴデ “デWIﾆWヴ Iﾉ;ヴｷaｷWゲ デｴ;デ さぷHへWｷﾐｪ ┗;ﾉ┌WS aﾗヴ ｷデゲ ﾗ┘ﾐ ゲ;ﾆW 
(or for itself) can be defined negatively: if we value something for its own sake, we continue 
to value it even when we believe it brings us nothing further デｴ;デ ┘W ┗;ﾉ┌Wざ ふヲヰヱヰが 54, 
original emphasis). So while a partisan may only be interested in sport in so far as their 
デW;ﾏげゲ ┗ｷIデﾗヴ┞ ふゲﾗﾏWｴﾗ┘ぶ HWﾐWaｷデゲ デｴWﾏが ; ヮ┌ヴｷゲデ ┗;ﾉ┌Wゲ ; HW;┌デｷa┌ﾉ ｪ;ﾏW aﾗヴ ｷデゲ ﾗ┘ﾐ ゲ;ﾆWく 
Aデ デｴW ゲ;ﾏW デｷﾏWが “デWIﾆWヴ a┌ヴデｴWヴ Iﾉ;ヴｷaｷWゲ デｴ;デ さデｴWヴW ｷゲ ﾐﾗ ヴW;ゲﾗﾐ ┘ｴ┞ ゲﾗﾏW デｴｷﾐｪゲ I;ﾐﾐﾗデ 
be valued (valuable) both for themselves and for the things they brｷﾐｪ ;Hﾗ┌デざ ふヲヰヱヰが 54). 
Similary, Csikszentmihalyi ;ヴｪ┌Wゲ デｴ;デ さぷﾏへﾗゲデ デｴｷﾐgs we do are neither purely autotelic nor 
ヮ┌ヴWﾉ┞ W┝ﾗデWﾉｷI ふぐぶが H┌デ ;ヴW ; IﾗﾏHｷﾐ;デｷﾗﾐ ﾗa デｴW デ┘ﾗざ ふヱΓΓヰが ヶΑぶく Accordingly, a purist may 
enjoy a cycle race for its suspense and spectacle, but also be content when their favourite 
rider wins. Similarly, aesthetic experiences, including entertainment, may have therapeutic 
value in face of existential doubt, but only in virtue of their intrinsic aesthetic value. As with 
most therapy, one may want an activity to have therapeutic effect, but it only has so when 
one becomes engrossed in it for its own sake. In the case of aesthetic experiences, 
specifically, its therapeutic value depends wholly on the engrossment in forms, qualities or 
meaningful features of things for their own sake.  
  
Commonly, the intrinsic value of some aesthetic experiences is cashed out in terms of an 
ｷﾐデヴｷﾐゲｷI ヮﾉW;ゲ┌ヴW デｴW┞ SWﾉｷ┗Wヴく Aゲ Bﾉ;IﾆH┌ヴﾐ ;ヴｪ┌Wゲが さぷHへW;┌デ┞ ｷゲ ﾏ;ｪﾐWデｷI HWI;┌ゲW ヮﾉW;ゲ┌ヴW 
ｷゲざ ふヲヰヱヰが ヴヵぶく I Sﾗ デｴｷﾐﾆ ヮﾉeasure derived from some aesthetic experiences is an important 
aspect of their therapeutic function, which is why shocking or disturbing aesthetic 
experiences are less plausibly therapeutic. However, pleasure by itself is not the reason 
why some aesthetic experiences are intrinsically valuable, nor why they can have 
instrumental value as a therapy for the absurd. What matters is the normativity of aesthetic 
pleasure. In other words, experiencing an aesthetic pleasure is not a matter of preference, 
but something one ought to experience, unless one is mistaken. In this respect, unlike 
normativity in the ethical domain, scepticism about aesthetic value seems irrelevant to 
those in thrall to aesthetic experiences. Many people may not care about professional road 
cycling, but their apathy equally does not bother those who are mesmerised by Paris-
Roubaix or Strade Bianche. The fact that some find these cycle races boring, does not in the 
least diminish the conviction of others that they are in fact sensational. For this reason, 
Peter Kivy concludes that if we are enthralled by an aesthetic experience, we must be 
さゲﾗﾏW ﾆｷﾐS ﾗa aesthetic realistざが Iﾗﾐ┗ｷﾐIWS H┞ デｴW ┗;ﾉｷSｷデ┞ ﾗa ﾗ┌ヴ HWﾉｷWaゲ ふヲヰヱヵが Βヰ, original 
emphasis). In this respect, it does not really matter which meta-aesthetics one develops to 
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ゲ;デｷゲa┞ Kｷ┗┞げゲ ゲデｷヮ┌ﾉ;デｷﾗﾐく Wｴ;デ ﾏ;デデWヴゲ ｷゲ デｴ;デ ﾗﾐW I;ﾐﾐﾗデ ｴ;┗W ;ﾐ ;WゲデｴWデｷI W┝ヮWヴｷWﾐIW 
┘ｷデｴﾗ┌デ HWﾉｷW┗ｷﾐｪ ｷﾐ デｴW ｷﾐｴWヴWﾐデ ┗;ﾉｷSｷデ┞ ﾗa ﾗﾐWげゲ ;WゲデｴWデｷI ﾃ┌SｪWﾏWﾐデく Aﾉデｴﾗ┌ｪｴ デhis self-
justifying or autotelic nature of aesthetic experiences is metaphysically puzzling and 
requires further philosophical investigation, its phenomenology clarifies the intrinsic value 
of aesthetic pleasures and their therapeutic value in face of the absurd. 
The intrinsic and therapeutic value of aesthetic pleasures, including entertainment, is 
explained by their inherent normativity. In this respect, somebody who is connected to 
their lifeworld and undisturbed by existential doubt, will no doubt value pleasure. In his life-
affirming さInstant Karma!ざ (1970), John Lennon wonders, さWhy in the world are we hereいざが 
;ﾐS ｷゲ ヮWヴaWIデﾉ┞ ゲ;デｷゲaｷWS ┘ｷデｴ デｴW ;ﾐゲ┘Wヴが さ“┌ヴWﾉ┞ not to live in pain and fearくざ Yet, a 
depressed individual does not care in the same way about pleasure, including pleasures 
they may previously have enjoyed. Accordingly, in さYer Bluesざ (1968), Lennon wails,  
Black cloud crossed my mind, 
Blue mist round my soul, 
Feel so suicidal, 
Even hate my rock and roll. 
 
The depressed individual is not motivated by the pursuit of pleasure, including the memory 
of unexalted aesthetic pleasures previously experienced. For this reason, whatever 
therapeutic value entertainment may have, it has so only when one is engrossed in 
unexalted aesthetic pleasures for the sake of it. As with all therapy, it is difficult to pinpoint 
when and how aesthetic engrossment for its own sake happens. Yet, when it happens, and 
Lennon starts loving rock and roll again, engrossment in entertainment can be therapeutic 
because it commands that one ought to experience a particular kind of pleasure. 
Specifically, the therapeutic force of aesthetic pleasures is that engrossment in the 
aesthetic experience itself provides reasons which justify the normativity of their inherent 
evaluation. Accordingly, aesthetic pleasures, even if they are fairly unexalted, can have 
therapeutic value because they instil normativity in a world that may otherwise appear 
devoid of value.  
 
8. ETHICS VS. AESTHETICS RECONSIDERED 
My revaluation of entertainment as therapy challenges デｴW ;ゲゲ┌ﾏヮデｷﾗﾐ デｴ;デ ゲ;デｷヴWげゲ WデｴｷI;ﾉ 
purpose to critique is more important than its aesthetic purpose to entertain. This 
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assumption corresponds to the intuition that when moral and aesthetic reasons clash, the 
former (ought to) prevail (see Kivy 2015, 52-54). By contrast, my meta-ethical investigation 
has revealed that, although indispensable, the demands of critique stand to madden and 
depress when unabated. In this respect, entertainment can function as a therapeutically 
mature strategy to cope with the absurd gap between the demands of critique and its 
limits. For this reason, the relative autonomy of entertainment in satire in relation to 
critique is crucial. Although I do not deny that entertainment in satire can have 
instrumental value as critique, my investigation has highlighted that, when compared to 
more directly activist strategies, satire is not more impactful as critique because it 
entertains. Undeniably, entertainment in satire abates critique. Satirists cultivate an 
enjoyment of unexalted aesthetic pleasures for its own sake, irrespective of any moral 
impact, while audiences engrossed in entertainment spend time and recourses that could 
otherwise be wholly directed toward critique. However, albeit entertainment abates 
critique, engrossment in unexalted aesthetic pleasures for its own sake in satire is not 
necessarily cynical or morally indifferent, but may be a therapeutically mature response in 
face of the limits of critique. At the same time, aesthetic engrossment in entertainment is 
not necessarily morally optimal. In this respect, the ambiguous tension between critique 
and entertainment in satire corresponds to a fundamental and irresolvable conflict in 
ethical life between the care for others and the care of self. 
 
My meta-WデｴｷI;ﾉ ｷﾐ┗Wゲデｷｪ;デｷﾗﾐが ヴﾗﾗデWS ｷﾐ Bﾉ;IﾆH┌ヴﾐげゲ ケ┌;ゲｷ-realism, has grounded critique in 
the concern for the common good and the obligation to alleviate the plight of others when 
we can. At the same time, even unabated critique will not wholly emancipate the world and 
is psychologically destructive. As a result, ethical life is characterised by a fundamental and 
irresolvable conflict between the care for others and the care of self. This conflict is 
acknowledged by Susan Wolf in ｴWヴ Sｷゲﾏｷゲゲ;ﾉ ﾗa デｴW さmoral saintざ ふヲヰヱヵが ヱヱ, original 
emphasisぶく AIIﾗヴSｷﾐｪ デﾗ Wﾗﾉaが ; ﾏﾗヴ;ﾉ ゲ;ｷﾐデ ┘ﾗ┌ﾉS HW さ; ヮWヴゲﾗﾐ ┘ｴﾗゲW W┗Wヴ┞ ;Iデｷﾗﾐ ｷゲ ;ゲ 
ﾏﾗヴ;ﾉﾉ┞ ｪﾗﾗS ;ゲ ヮﾗゲゲｷHﾉWが ; ヮWヴゲﾗﾐが デｴ;デ ｷゲが ┘ｴﾗ ｷゲ ;ゲ ﾏﾗヴ;ﾉﾉ┞ ┘ﾗヴデｴ┞ ;ゲ I;ﾐ HWざ ふヲヰヱヵが ヱヱぶく 
This moral saint would have to make considerable sacrifices, including aesthetic ones. Wolf 
explains that  
 
it seems to me that no plausible argument can justify the use of human resources 
involved in producing a paté de canard en croute against the possible alternative 
beneaｷIWﾐデ WﾐSゲ デﾗ ┘ｴｷIｴ デｴWゲW ヴWゲﾗ┌ヴIWゲ ﾏｷｪｴデ HW ヮ┌デく ふぐぶ PヴWゲ┌ﾏ;Hﾉ┞が ;ﾐ ｷﾐデWヴWゲデ 
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in high fashion or interior design will fare much the same, as will, very possibly, a 
cultivation of the finer arts as well (2015, 14).  
 
According to Wolf, these demands are toﾗ ゲデWWヮ ;ﾐS ゲｴW デｴWヴWaﾗヴW ｷSWﾐデｷaｷWゲ さﾏﾗヴ;ﾉｷデ┞ ;ゲ 
ｴ;┗ｷﾐｪ ;ﾐ ┌ヮヮWヴ Hﾗ┌ﾐSざ ふヲヰヱヵが ヲンぶく AIIﾗヴSｷﾐｪ デﾗ Wﾗﾉaが ┘ｴｷﾉW さ┘W ｴ;┗W ┌ﾐﾉｷﾏｷデWS ヮﾗデWﾐデｷ;ﾉ 
デﾗ HW ﾏﾗヴ;ﾉﾉ┞ ｪﾗﾗSざが ;デ デｴW ゲ;ﾏW デｷﾏWが さ┘W ｴ;┗W ゲﾗ┌ﾐSが IﾗﾏヮWﾉﾉｷﾐｪが ;ﾐS ﾐﾗデ ヮ;ヴデｷI┌ﾉ;ヴﾉ┞ 
selfish reasons to choose not to devote ourselves univocally to realizing this potential or to 
デ;ﾆｷﾐｪ ┌ヮ デｴｷゲ ﾗヮヮﾗヴデ┌ﾐｷデ┞ざ ふヲヰヱヵが ヲヵぶく OﾐW ヮ;ヴデｷI┌ﾉ;ヴﾉ┞ ゲﾗ┌ﾐS ヴW;ゲﾗﾐ ｷゲ デｴ;デ ┘W ﾉｷﾆWﾉ┞ ゲデ;ﾐS 
to lose our sanity when we aspire to live like moral saints.  
 
The upshot ﾗa Wﾗﾉaげゲ ;ヴｪ┌ﾏWﾐデ ｷゲ デｴ;デ ﾏﾗヴ;ﾉ ヴW;ゲﾗﾐゲ I;ﾐﾐﾗデ ;ﾉ┘;┞ゲ SWデWヴﾏｷﾐW ﾗ┌ヴ ;Iデｷﾗﾐゲ 
and must be counterbalanced with non-moral reasons, including aesthetic ones. As Wolf 
;ヴｪ┌Wゲが さﾗ┌ヴ ┗;ﾉ┌Wゲ I;ﾐﾐﾗデ HW a┌ﾉﾉ┞ IﾗﾏヮヴWｴWﾐSWS ﾗﾐ デｴW ﾏﾗSWﾉ ﾗa ; ｴｷWヴ;ヴIｴｷI;ﾉ ゲ┞ゲデWﾏ 
with mﾗヴ;ﾉｷデ┞ ﾗﾐ デﾗヮざ ふWﾗﾉa ヲヰヱヵが ヲΒぶく PWヴｴ;ヮゲ ゲ┌Iｴ ; ゲデ;ﾐIW ゲﾗ┌ﾐSゲ ケ┌ｷデW ヴW;ゲﾗﾐ;HﾉW W┗Wﾐ 
from within ethics (one would certainly hope so). After all, somebody who is driven insane 
by the unabated command of critique is unlikely to still do much good. Yet, such an indirect 
moral stamp of approval cannot be the concern that guides our non-moral reasons for 
action. The point is exactly that we cannot always have ethical concerns in the foreground 
of our mind when we act, for doing so must surely drive us mad. Consequently, non-moral 
reasons for action, including aesthetic ones, must be able to claim some degree of 
autonomy in the face of ethics. And they do. Engrossment in an aesthetic experience, 
including entertainment, is valued for its own sake, not because it is indirectly allowed by 
morality. For the record, I do not dismiss that aesthetic and ethical value can interact, as I 
will further develop in the next chapter. Nevertheless, it is wishful thinking that the pursuit 
of aesthetic experiences like entertainment and the moral concern for the common point of 
view completely coalesce. Even if aesthetic engrossment in entertainment can be life-
affirming and enable us to cope with absurd limits of critique, it never comes for free from 
a moral point of view. At every moment the world is burning somewhere, so when is it ever 
morally right to listen to music or watch cycling just for the sake of aesthetic engrossment? 
Sadly, there is no straightforward answer to this issue.  
 
The tension between the legitimacy of moral and non-moral reasons for action, including 
aesthetic ones, is extremely difficult to settle. Blackburn shows particular awareness of this 
fundamental problem of ethical life in his obituary of Bernard Williams. According to 
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Bﾉ;IﾆH┌ヴﾐ さﾏ┌Iｴ ﾗa Wｷﾉﾉｷ;ﾏゲげゲ ┘ﾗヴﾆ ｷゲ IﾗﾐIWヴﾐWS W┝;Iデﾉ┞ ┘ｷデｴ デｴW ｷﾐデWヴヮﾉ;┞ HWデ┘WWﾐ デｴW 
universal and the particular, or the challenge that equality, liberty, justice, and the common 
point of view pose to the rooted and potentially blinkered perspectives of our everyday 
ヮヴｷﾗヴｷデｷWゲ ;ﾐS IﾗﾐIWヴﾐゲざ ふn.d.). While Williams is often said to have highlighted this problem 
without offering practical strategies in response, Blackburn instead ackno┘ﾉWSｪWゲ デｴ;デ さぷHへ┞ 
refusing to countenance easy or self-deceptive solutions to this conflict, he was 
;Iﾆﾐﾗ┘ﾉWSｪｷﾐｪ ｷデゲ SWヮデｴ ヴ;デｴWヴ デｴ;ﾐ デ┌ヴﾐｷﾐｪ ｴｷゲ H;Iﾆ ﾗﾐ ｷデゲ ｷﾏヮﾗヴデ;ﾐIWざ ふn.d.). Similarly, I 
do not consider it a problem that the ambiguous tension between critique and 
entertainment in satire cannot be wholly resolved in most cases. Instead, the significance of 
ゲ;デｷヴWげゲ SWaｷﾐｷデｷ┗W デWﾐゲｷﾗﾐ between critique and entertainment is exactly that it resonates to 
this fundamental and irresolvable conflict in ethical life between care of self and care for 
others. For this reason, although entertainment abates critique in satire, it cannot simply be 
SｷゲﾏｷゲゲWS ;ゲ I┞ﾐｷI;ﾉく Aデ デｴW ゲ;ﾏW デｷﾏWが ｷﾐ ﾉｷｪｴデ ﾗa デｴW ┘ﾗヴﾉSげゲ Iﾗﾐデｷﾐ┌ﾗ┌ゲ ゲ┌aaWヴｷﾐｪが ゲ┌Iｴ 
engrossment in unexalted aesthetic pleasures remains ambiguous. To further clarify this 
ambiguous tension between ethics and aesthetics in satire, I will conclude this chapter with 
an ;ﾐ;ﾉ┞ゲｷゲ ﾗa Iｪｪ┞ Pﾗヮげゲ ゲ;デｷヴｷI;ﾉ さLﾗ┌ｷW Lﾗ┌ｷWざ ふヱΓΓン;ぶく 
 
Iｪｪ┞ Pﾗヮげゲ さLﾗ┌ｷW Lﾗ┌ｷWざ ｷゲ ; ゲ;デｷヴW ﾗa AﾏWヴican globalisation following the collapse of the 
Soviet Union. Its satirical status is accentuated by its inclusion as the opening score to 
MｷIｴ;Wﾉ MﾗﾗヴWげゲ Capitalism: A Love Story (2009). The aim of my analysis is to frame the 
ambiguous tension between critique and entertainment in satire in an existential 
framework. Setting out to critique and entertain at the same time, Iggy Pop is in the 
process of negotiating an appropriate response to the existential despair which looms large 
in the globalised world. Aゲ Iヴｷデｷケ┌Wが Iｪｪ┞ Pﾗヮげゲ さLﾗ┌ｷW Lﾗ┌ｷWざ ゲWデゲ ﾗ┌デ デﾗ デW;Iｴ ;ﾐ ;ヴｪ┌;Hﾉ┞ 
important truth about the evils of globalised capitalism. At the same time, he cultivates the 
unexalted aesthetic pleasures of entertainment as a means to address the limits of critique 
in alleviating the evils of globalised capitalism. Yet, this therapeutic function of 
WﾐデWヴデ;ｷﾐﾏWﾐデ ｷﾐ Iｪｪ┞ Pﾗヮげゲ さLﾗ┌ｷW Lﾗ┌ｷWざ ﾏ;ﾆWゲ his critique ambiguous. For one, his satire 
is not a sustained geopolitical or economic analysis, but is particularly succinct in its 
dismissal of globalised capitalism. This succinctness no doubt has aesthetic appeal as 
entertainment, but may appear rather rash as critique. Moreover, this rashness may even 
ゲ┌ｪｪWゲデ デｴ;デ Iｪｪ┞ Pﾗヮげゲ ;ﾐ;ﾉ┞ゲｷゲ ﾗa ｪﾉﾗH;ﾉｷゲWS I;ヮｷデ;ﾉｷゲﾏ ｷゲ ﾉWゲゲ IﾗﾐIWヴned with truth than his 
ﾗ┘ﾐ デｴWヴ;ヮW┌デｷI ﾐWWSゲく Iﾐ さLﾗ┌ｷW Lﾗ┌ｷWざが Iｪｪ┞ Pﾗヮ IWヴデ;ｷﾐﾉ┞ ;S┗ﾗI;デWゲ ; デｴWヴ;ヮW┌デｷI 
acquiescence in the evils of capitalism. Nevertheless, such acquiescence is not necessarily 
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cynical or morally indifferent, for Iggy Pop explicitly highlights how the traumatic 
truthfulness of critique compromises his psychological wellbeing if unabated. In this 
ヴWゲヮWIデが Iｪｪ┞ Pﾗヮげゲ さLﾗ┌ｷW Lﾗ┌ｷWざ SW┗Wﾉﾗヮゲ デｴW a┌ﾐS;ﾏWﾐデ;ﾉ デWﾐゲｷﾗﾐ HWデ┘WWﾐ Iヴｷデｷケ┌W ;ﾐS 
entertainment in satire, which corresponds to the irresolvable conflict in ethical life 
between care of self and care for others 
  
さLﾗ┌ｷW Lﾗ┌ｷWざ ┘;ゲ ﾗヴｷｪｷﾐ;ﾉﾉ┞ ┘ヴｷデデWﾐ H┞ ‘ｷIｴ;ヴS BWヴヴ┞ ｷﾐ ヱΓヵヵく TｴW ﾗヴｷｪｷﾐ;ﾉ ┗Wヴゲｷﾗﾐ ｷゲ ; 
calypso in which a lover laments about his loneliness to a bartender named Louie Louie. In 
ヱΓヶンが ; ヴﾗIﾆ ;ﾐS ヴﾗﾉﾉ ┗Wヴゲｷﾗﾐ ┘;ゲ ヴWIﾗヴSWS H┞ TｴW KｷﾐｪゲﾏWﾐく E┗Wヴ ゲｷﾐIWが さLﾗ┌ｷW Lﾗ┌ｷWざ ｴ;ゲ 
become a standard in popular music, with countless cover versions. In 1993, Iggy Pop 
ヴWIﾗヴSWS ; さヮﾗﾉｷデｷI;ﾉﾉ┞ ゲ;デｷヴｷI;ﾉざ ゲデ┌Sｷﾗ ┗Wヴゲｷﾗﾐ ﾗa さLﾗ┌ｷW Lﾗ┌ｷWざ ┘ｷデｴ ;ﾉデWヴﾐ;tive lyrics 
(Dorhmel 2012). Years earlier, however, the song was alread┞ ヮ;ヴデ ﾗa Iｪｪ┞ ;ﾐS デｴW “デﾗﾗｪWゲげ 
live repertoire. Reflecting on attending a concert of The Stooges in 1974, which they 
IﾗﾐIﾉ┌SWS H┞ ヮﾉ;┞ｷﾐｪ さLﾗ┌ｷW Lﾗ┌ｷWざ デｴヴWW デｷﾏWゲが MｷﾆW KWﾉﾉW┞ IﾗﾐデWﾐSs that    
ぷｷデへ ｷゲ ｴ;ヴS デﾗ W┝ヮﾉ;ｷﾐ ┘ｴ;デ さLﾗ┌ｷWが Lﾗ┌ｷWざ ﾏW;ﾐデ ;デ デｴ;デ デｷﾏWが ┘ｴWﾐ ヴﾗIﾆ ﾏ┌ゲｷI ┘;ゲ 
trying to be important. It was the first song a hillbilly rocker would learn on his guitar 
to impress the girls at a school dance に a throwback to an embarrassing time when 
rock music was entertainment for fraternity boys, not an instrument for social 
change. It was a slap in the face of the audience (quoted in Levine 2013, 41). 
KWﾉﾉW┞げゲ SWゲIヴｷヮデｷﾗﾐ ﾗa さLﾗ┌ｷW Lﾗ┌ｷWざ SｷゲデｷﾐIデﾉ┞ resonates with デｴW ゲﾗﾐｪげゲ a┌ﾐIデｷﾗﾐ ;ゲ 
apolitical entertainment in N;デｷﾗﾐ;ﾉ L;ﾏヮﾗﾗﾐげゲ Aﾐｷﾏ;ﾉ Hﾗ┌ゲW (1978). Yet, for Iggy and the 
Stooges, the anti-ヮﾗﾉｷデｷI;ﾉ ﾐ;デ┌ヴW ﾗa さLﾗ┌ｷW Lﾗ┌ｷWざ ┘;ゲ ｷデゲWﾉa ; ゲデ;デWﾏWﾐデ ;Hﾗ┌デ デｴW ヮﾗﾉｷデｷI;ﾉ 
aspirations of contemporary popular music.  
Iﾐ ｪWﾐWヴ;ﾉが デｴW さIヴ┌SW ;ﾐデｷ-;WゲデｴWデｷI ;ﾐS ;ｪｪヴWゲゲｷ┗W ヮヴﾗ┗ﾗI;デｷﾗﾐざ ﾗa TｴW “デﾗﾗｪWゲげ ヮ┌ﾐﾆ ヴﾗIﾆ 
┘;ゲ IﾗﾐゲｷSWヴWS さ;ﾐ ;ゲゲ;┌ﾉデ ﾗﾐ ゲWﾉa-ｷﾏヮﾗヴデ;ﾐデが けヮヴﾗｪヴWゲゲｷ┗Wげ ﾏ┌ゲｷIざ ;ﾐS ヴWヮﾉ;IWS デｴW ﾉ;デデWヴげゲ 
┌デﾗヮｷ;ﾐ ヮﾗﾉｷデｷIゲ ┘ｷデｴ ゲWﾐデｷﾏWﾐデゲ ﾗa さSWﾃWIデｷﾗﾐざ ふLW┗ｷﾐW ヲヰヱンが ヴヱ-42). Punk rock is commonly 
associated with a bleak nihilism in combination with an assault on prevailing standards of 
beauty and celebration of the abject (Prinz 2014). Iggy Pop is no exception, with his 
psychodramatic performances that include abuse, self-harm and に on one memorable 
occasion に rubbing himself in peanut butter (Double 2007, 10-11). Nevertheless, although 
ヮ┌ﾐﾆ ヴﾗIﾆ ヴW┗Wﾉゲ ｷﾐ ┘ｴ;デ ┘ﾗ┌ﾉS デヴ;Sｷデｷﾗﾐ;ﾉﾉ┞ HW IﾗﾐゲｷSWヴWS ;WゲデｴWデｷI SWaWIデゲが ﾉｷﾆW さﾐﾗｷゲWざが ｷデ 
may nonetheless deliver aesthetic experiences and pleasures in its own right (Prinz 2014, 
586-ヵΒΒぶく Iﾐ デｴｷゲ ヴWゲヮWIデが Iｪｪ┞ Pﾗヮげゲ ﾗ┌デヴ;ｪWﾗ┌ゲ ヮWヴaﾗヴﾏ;ﾐIW ヴｷデ┌;ﾉゲ ;ヴW さヮ;ヴデ ﾗa ; I;ヴWa┌ﾉﾉ┞ 
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IﾗﾐゲｷSWヴWS ;WゲデｴWデｷI ;ヮヮヴﾗ;Iｴざ ふDﾗ┌HﾉW ヲヰヰΑが ヱヱぶく MﾗヴWﾗ┗Wヴが ‘ﾗHWヴデ Cｴヴｷゲデｪ;┌ ｴ;ゲ ;ﾉゲﾗ 
SWゲIヴｷHWS ; デWﾐSWﾐI┞ ｷﾐ Iｪｪ┞ Pﾗヮげゲ ﾗW┌┗ヴW aﾗヴ さデｴW ﾐｷｴｷﾉｷゲデｷI satire [to be] counteracted by 
デｴW aﾗヴ┘;ヴS ﾏﾗデｷﾗﾐ ﾗa デｴW ﾏ┌ゲｷI ｷデゲWﾉaざ (n.d.). So punk rock need not necessarily be 
nihilistic, nor anti-;WゲデｴWデｷIく “デｷﾉﾉが W┗Wﾐ ┘ｴWﾐ ヮ┌ﾐﾆ ヴﾗIﾆ ゲｴ;ヴWゲ ゲ;デｷヴWげゲ IヴｷデｷI;ﾉ ;ｪWﾐS;が ｷデゲ 
aesthetics may well eschew the unexalted pleasures of entertainment. For this reason, 
even when it is critical, a lot of punk rock is not satire.  
NW┗WヴデｴWﾉWゲゲが ゲﾗﾏW ┘ﾗヴﾆゲ ;ヴW ｴ┞HヴｷS ヮ┌ﾐﾆ ヴﾗIﾆ ゲ;デｷヴWゲが ｷﾐIﾉ┌Sｷﾐｪ Iｪｪ┞ Pﾗヮげゲ ヱΓΓン Iﾗ┗Wヴ ﾗa 
さLﾗ┌ｷW Lﾗ┌ｷWざく WｴｷﾉW Iｪｪ┞ ;ﾐS デｴW “デﾗﾗｪWゲ ｴ;┗W IヴW;デWS music which is anti-aesthetic or 
ﾗデｴWヴ┘ｷゲW ﾐﾗデ WﾐデWヴデ;ｷﾐｷﾐｪが さLﾗ┌ｷW Lﾗ┌ｷWざ ｷゲ ヮ;ヴデ ﾗa ; ヴﾗIﾆ ;ﾐS ヴﾗﾉﾉ デヴ;Sｷデｷﾗﾐ ┘ｴｷIｴ ｷﾐS┌ﾉｪWゲ 
in rapturous entertainment and the enjoyment of unexalted aesthetic pleasures. At the 
same time, as is not unusual for punk rock, Iggy Poヮげゲ さLﾗ┌ｷW Lﾗ┌ｷWざ ;ﾉゲﾗ ゲWデゲ ﾗ┌デ デﾗ 
Iヴｷデｷケ┌Wく Aゲ ; ゲ;デｷヴWが Iｪｪ┞ Pﾗヮげゲ さLﾗ┌ｷW Lﾗ┌ｷWざ Sｷゲデｷﾐｪ┌ｷゲｴWゲ ｷデゲWﾉa aヴﾗﾏ ﾗデｴWヴ ┗Wヴゲｷﾗﾐゲ ﾗa デｴW 
song, including his own. This distinction is reflected in lyrical differences. Previously, Iggy 
Pop would also frequently altWヴ デｴW ﾗヴｷｪｷﾐ;ﾉ ﾉ┞ヴｷIゲ デﾗ さLﾗ┌ｷW Lﾗ┌ｷWざ ｷﾐ ﾉｷ┗W ヮWヴaﾗヴﾏ;ﾐIWゲが 
usually playing around with some variant of the allegedly dirty lyrics that the FBI discerned 
ｷﾐ TｴW KｷﾐｪゲﾏWﾐげゲ ┗Wヴゲｷﾗﾐく “デｷﾉﾉが デｴWゲW Sｷヴデ┞ ┗Wヴゲｷﾗﾐゲ ヴWﾏ;ｷﾐ デヴ┌W デﾗ デｴW ﾗヴｷｪｷﾐ;ﾉ ゲヮｷヴｷデ ﾗa デｴW 
rock and roll classic as unrestrained entertainment. By contrast, the change in lyrics in Iggy 
Pﾗヮげゲ ヱΓΓン ┗Wヴゲｷﾗﾐ ゲｷｪﾐ;ﾉゲ ; ゲ;デｷヴｷI;ﾉ ｷﾐデWﾐデ ;HゲWﾐデ ｷﾐ ヮヴW┗ｷﾗ┌ゲ ┗Wヴゲｷﾗﾐゲく Iﾐ デｴｷゲ ┗Wヴゲｷﾗﾐが デｴW 
ﾗヴｷｪｷﾐ;ﾉ ﾉ┞ヴｷIゲ ｴ;┗W デヴ;ﾐゲaﾗヴﾏWS aヴﾗﾏ ; ﾉﾗ┗Wヴげゲ ﾉ;ﾏWﾐデ ｷﾐデﾗ ; ヮﾗﾉｷデｷcal lament about 
ｪﾉﾗH;ﾉｷゲWS I;ヮｷデ;ﾉｷゲﾏく “ﾗﾏW┘ｴ;デ Iヴ┞ヮデｷIが デｴW ﾐW┘ ﾉ┞ヴｷIゲ デﾗ デｴW ゲ;デｷヴｷI;ﾉ ┗Wヴゲｷﾗﾐ ﾗa さLﾗ┌ｷW 
Lﾗ┌ｷWざ SW┗Wﾉﾗヮ デｴW デWﾐゲｷﾗﾐ HWデ┘WWﾐ Iヴｷデｷケ┌W ;ﾐS WﾐデWヴデ;ｷﾐﾏWﾐデ ｷﾐ ゲ;デｷヴWく Tｴｷゲ デWﾐゲｷﾗﾐ ｷゲ 
particularly apparent when contrasting the ambiguously cynical studio version (1993a) to a 
ﾉｷ┗W ┗Wヴゲｷﾗﾐ ┘ｴｷIｴ ゲ┌ヮヮﾗヴデゲ ; ﾏﾗヴW デｴWヴ;ヮW┌デｷI;ﾉﾉ┞ ﾐ┌;ﾐIWS ｷﾐデWヴヮヴWデ;デｷﾗﾐ ﾗa ゲ;デｷヴWげゲ 
aesthetic distance (1993b).  
TｴW ゲデ┌Sｷﾗ ┗Wヴゲｷﾗﾐ ﾗa Iｪｪ┞ Pﾗヮげゲ さLﾗ┌ｷW Lﾗ┌ｷWざ ゲデ;ヴデゲ ;ゲ ｷa ｷデ ｷゲ ;ﾐ ;ﾐﾐﾗ┌ﾐIWﾏWﾐデ ふさAﾐS 
ﾐﾗ┘ぐ デｴW ﾐW┘ゲざぶく Aゲ ﾗpposed to the original, this lyrical alteration signals that what follows 
has social and political relevance. Immediately afterwards, the chorus follows, with virtually 
デｴW ゲ;ﾏW ﾉ┞ヴｷIゲ ;ゲ BWヴヴ┞げゲ ﾗヴｷｪｷﾐ;ﾉぎ 
Louie Louie, oh baby, 
I gotta go now. 
Louie Louie, oh baby, 




AaデWヴ デｴW Iｴﾗヴ┌ゲが デｴW ﾗヴｷｪｷﾐ;ﾉ ｷﾐデヴﾗS┌IWゲ ; さaｷﾐW ﾉｷデデﾉW ｪｷヴﾉざ ｷﾐ デｴW aｷヴゲデ ┗WヴゲWく “ｴW ｷゲ ヮヴWゲWﾐデWS 
as the narratorげゲ ﾉﾗ┗Wヴ ;ﾐS デｴW ヴW;ゲﾗﾐ aﾗヴ ｴｷゲ ｷﾏﾏ;ﾐWﾐデ SWヮ;ヴデ┌ヴW ふさゲｴW ┘;ｷデゲ aﾗヴ ﾏWざぶく B┞ 
Iﾗﾐデヴ;ゲデが Iｪｪ┞ Pﾗヮげゲ ゲ;デｷヴｷI;ﾉ ┗Wヴゲｷﾗﾐ does not introduce a love interest in the first verse. 
Instead, the previously announced news report is continued with an update on the political 
status quo, four years after the fall of the Berlin Wall:  
The communist world is falling apart. 
The capitalists are just breaking hearts. 
Money is the reason to be. 
Iデ ﾏ;ﾆWゲ ﾏW ﾃ┌ゲデ ┘;ﾐデ デﾗ ゲｷﾐｪ さLﾗ┌ｷW Lﾗ┌ｷWざぁ 
 
LｷﾆW デｴW ﾗヴｷｪｷﾐ;ﾉが Iｪｪ┞ Pﾗヮげゲ ゲ;デｷヴｷI;ﾉ ┗Wヴゲｷﾗﾐ ﾗa さLﾗ┌ｷW Lﾗ┌ｷWざ is still a lament, but the 
ヮヴﾗデ;ｪﾗﾐｷゲデげゲ ｪヴｷWa ｷゲ ﾐﾗデ ﾏﾗデｷ┗;デWS H┞ デｴW ;HゲWﾐIW ﾗf a lover. Instead, he is distressed by 
the political status quo. 
Iｪｪ┞ Pﾗヮげゲ Iヴｷデｷケ┌W ﾗa ｪﾉﾗH;ﾉｷゲWS I;ヮｷデ;ﾉｷゲﾏが ヮヴWゲWﾐデWS ｷﾐ デｴW aｷヴゲデ ┗WヴゲW ﾗa ｴｷゲ ゲ;デｷヴｷI;ﾉ さLﾗ┌ｷW 
Lﾗ┌ｷWざが ｷゲ ｷﾐSｷI;デｷ┗W ﾗa ゲ;デｷヴｷI;ﾉ Iヴｷデｷケ┌W ｷﾐ ｪWﾐWヴ;ﾉく “;デｷヴｷI;ﾉ ヴWヮヴWゲWﾐデ;デｷﾗﾐゲ ﾗa デｴW ┘ﾗrld and 
its moral flaws are commonly simplified and exaggerated. Iggy Pop reduces the complexity 
of what Francis Fukuyama called the end of history to a couple of suggestive metaphors 
that put the spotlight on the grievance caused by the dominance of capital. The analysis 
does not invite careful reflection, but instead exploits quick and emotive judgment. This 
satirical representation is far from nuanced and does not do justice to the complexity of the 
ゲｷデ┌;デｷﾗﾐ ｷデ SWゲIヴｷHWゲく Fﾗヴ ﾗﾐWが Iｪｪ┞ Pﾗヮげゲ Iヴｷデｷケ┌W ｷｪnores some of the benefits of 
globalisation. At the same time, he arguably gets something important right about the ills of 
globalised capitalism. Although far more succinct, his analysis draws very similar 
conclusions as more sustained scholarly or journalistic critiques of neoliberalism. Moreover, 
whereas those analyses are more detailed and nuanced, they do require more time to 
process. Sometimes, these detailed analyses even risk to lose track of the bigger picture. In 
this respect, the satirical succinIデﾐWゲゲ ﾗa Iｪｪ┞ Pﾗヮげゲ さLﾗ┌ｷW Lﾗ┌ｷWざ ﾏｷｪｴデ ヴW;ﾉﾉ┞ HW ; Iﾗｪﾐｷデｷ┗W 
virtue. I leave this issue unresolved for now, but I will develop it further in the next chapter. 
For now, I return to the interaction between aesthetic and therapeutic value in satire. Iggy 
Pop develops this interaction between aesthetics and therapy in the second verse of his 
ゲ;デｷヴｷI;ﾉ さLﾗ┌ｷW Lﾗ┌ｷWざく Aデ デｴｷゲ ヮﾗｷﾐデが デｴW ﾐ;ヴヴ;デﾗヴ ｷﾐデヴﾗS┌IWゲ ｴｷゲ ;┘;ｷデｷﾐｪ ﾉﾗ┗Wヴく YWデが ;ゲ 
opposed to the original and (especially) the dirty versions Iggy Pop previously performed, 
something is clearly wrong: 
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A fine little girl is waiting for me, 
H┌デ Iげﾏ ;ゲ HWﾐデ ;ゲ DﾗゲデﾗW┗ゲﾆ┞く 
Iげﾏ デｴｷﾐﾆｷﾐｪ ;Hﾗ┌デ デｴW ﾏW;ﾐｷﾐｪ ﾗa ﾏ┞ ﾉｷaW ;ｪ;ｷﾐ 
;ﾐS I ｴ;┗W デﾗ ゲｷﾐｪ さLﾗ┌ｷW Lﾗ┌ｷWざ ;ｪ;ｷﾐぁ 
 
The difference with a dirty version that Iggy performed only two years before in Paris is 
stark (1991). Then, the narrator already ｷﾐデヴﾗS┌IWS ｴｷゲ ﾉﾗ┗Wヴ ｷﾐ デｴW aｷヴゲデ ┗WヴゲW ;ゲ さデｴW aｷﾐWゲデ 
ｪｷヴﾉ ｷﾐ ;ﾉﾉ P;ヴｷゲざ ;ﾐS ﾉWaデ ﾐﾗ Sﾗ┌Hデ ;Hﾗ┌デ ｴｷゲ SWゲｷヴWゲ ふさW┗Wヴ┞ ﾐｷｪｴデ I デｴｷﾐﾆ ;Hﾗ┌デ a┌Iﾆｷﾐｪ ｴWヴざぶが 
nor about following up on デｴWﾏ ふさW┗Wヴ┞ ﾐｷｪｴデが ;デ デWﾐが I a┌Iﾆ ｴWヴ ;ｪ;ｷﾐざぶく TｴW ヮヴﾗHﾉWﾏ;デｷIゲ ﾗa 
his hetero-chauvinistic machoism aside, the narrator is clearly mesmerised by his lover, 
W┝Iﾉ;ｷﾏｷﾐｪ さぷゲへｴWげゲ WデWヴﾐ;ﾉが ゲｴWげゲ デｴW ﾗﾐWが ゲｴWげゲ デｴW ﾆW┞ デﾗ ;ﾉﾉ ﾏ┞ a┌ﾐぁざ Hﾗ┘W┗Wヴが ｷﾐ デｴW 
satirical version of 1993, fun has become elusive for the narrator, whose sexual lust has 
been replaced by existential doubt, due to the political situation outlined in the previous 
┗WヴゲWく E┝ヮWヴｷWﾐIｷﾐｪ ;ﾐ W┝ｷゲデWﾐデｷ;ﾉ Iヴｷゲｷゲ ┘ｴｷIｴ ヴWﾏｷﾐSゲ ｴｷﾏ ﾗa DﾗゲデﾗW┗ゲﾆ┞げゲ ﾐﾗ┗Wﾉゲが the 
ﾐ;ヴヴ;デﾗヴ ｷﾐデヴﾗS┌IWゲ ゲｷﾐｪｷﾐｪ さLﾗ┌ｷW Lﾗ┌ｷWざ ;ゲ デｴW ﾗﾐﾉ┞ ┘;┞ デﾗ IﾗヮWく Tｴｷゲ ヴWIﾗ┌ヴゲW デﾗ 
aesthetic engrossment as therapy in face of the absurd resonates with the argument about 
the therapeutic function of entertainment developed in this chapter. 
After the chorus and a musical interplay, the narrator continues in parlando. Here, the 
studio and live version of the song invite contrasting interpretations. In the studio version, 
the narrator stumbles: 
Oｴ ﾏ;ﾐが I Sﾗﾐげデ ﾆﾐﾗ┘ ﾉｷﾆWくくく ｴW;ﾉデｴ ｷﾐゲ┌ヴ;ﾐIWが  
the homeless and world peace, 
;ﾐS ;ｷSゲ ;ﾐS WS┌I;デｷﾗﾐぐ 
Iげﾏ デヴ┞ｷﾐｪ デﾗ Sﾗ ヴｷｪｴデが H┌デ ｴW┞く 
 
In this interlude, the narrator introduces some of the concrete grievances caused by global 
capitalism, in particular social inequality, alongside some other of the most pressing issues 
of his time. He contends that he tries to live a moral life under these circumstances, but this 
contention seems half-hearted. He quickly acknowledges that he distances himself from 
this existential problematic and ultimately does not seem that concerned. Although the 
message of the narrator is not explicitly cynical, it does seem to have some dimension of 
moral indifference.  
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However, the live performance justifies a more complex interpretation of the work than 
advocating indifference or cynicism in face of global capitalism and the problems of the 
modern age. In the live performance, Iggy Pop also addresses the audience in parlando. 
This time, the message signals a therapeutically mature response to the tension between 
critique and its limits. Iggy Pﾗヮげゲ ゲヮﾗﾆWﾐ ;SSヴWゲゲ HWｪｷﾐゲ ┘ｷデｴ ;ﾐ ;Iﾆﾐﾗ┘ﾉWSｪWﾏWﾐデ ﾗa ｴｷゲ 
own complicity in the globalised capitalism he critiqued:     
Yes, there is a mound of trash covering the whole world.  
And that trash comes from America.    
And if America is a giant hamburger, 
I am the bun on that hamburger.  
 
After acknowledging his own complicity in the Americanisation of the world under the 
influence of globalised capitalism, he continues: 
I Sﾗﾐげデ ;ﾉ┘;┞ゲ ┘;ﾐデ デﾗ ｴ;┗W デﾗ デｴｷﾐﾆ ;Hﾗ┌デ ;ｷSゲが 
no health insurance,  
no fucking money,  
no education. 
 
As these contemporary political problems are introduced and left lingering without a 
ゲﾗﾉ┌デｷﾗﾐが ｴW IﾗﾐIﾉ┌SWゲが さぷ┘へWﾉﾉが a┌Iﾆ ｷデが HWI;┌ゲW ヴｷｪｴデ ﾐﾗ┘が Iげﾏ ｪﾗｷﾐｪ デﾗ ゲｷﾐｪ ﾏ┞ ゲﾗﾐｪくざ TｴW 
final verse follows, which revisits the satirical assessment of the political status quo, only to 
outline the same solution: 
  
Life after Bush and Gorbachev: 
The wall is down but something is lost. 
Turn on the news it looks like a movie, 
ｷデ ﾏ;ﾆWゲ ﾏW ┘;ﾐデ デﾗ ゲｷﾐｪ さLﾗ┌ｷW Lﾗ┌ｷWざぁ  
  
The energetic performance concludes in accordance with the aesthetic norms of punk rock, 
as the pumped-up R&B-デ┌ﾐWゲ ﾗa デｴW Iｴﾗヴ┌ゲ a;SW ｷﾐデﾗ ; ｪヴﾗ┘ﾉ ﾗa さﾐﾗｷゲWぁぁぁざ  
 
The crucial difference with the studio version, and the main reason why the work ultimately 
does not promote apathy or cynicismが ｷゲ デｴ;デ Iｪｪ┞ Pﾗヮげゲ ﾐ;ヴヴ;デﾗヴ SﾗWゲ ﾐﾗデ ゲ;┞ デｴ;デ ｴW ﾐW┗Wヴ 
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wants to consider the horrors of globalised capitalism, just not always. We do not know 
what the narrator does or does not do on other occasions, but we have no explicit reason 
to assume he is indifferent to these issues or does not do his bit to alleviate them at other 
times. We only know that, right now, he chooses to be engrossed in the aesthetic 
W┝ヮWヴｷWﾐIW ﾗa ゲｷﾐｪｷﾐｪ さLﾗ┌ｷW Lﾗ┌ｷWざく Aゲ W┝ヮﾉ;ｷﾐWSが ゲ┌Iｴ ;ﾐ ;Iデ ﾗa ;WゲデｴWデｷI Sｷゲデ;ﾐIW ｷゲ ﾐﾗデ 
necessarily apathetic or cynical. Instead, it may be a valid therapeutic strategy in face of 
existential despair. In this respect, the protagonist has indicated that incessant pondering 
about globalised capitalism depresses him to such an extent that life loses its flow. In 
ヴWゲヮﾗﾐゲWが デｴW ;WゲデｴWデｷI W┝ヮWヴｷWﾐIW ﾗa ゲｷﾐｪｷﾐｪ さLﾗ┌ｷW Lﾗ┌ｷWざ ｷゲ ; ﾉｷaW-affirming activity. 
Moreover, should the lyrics not make this vital dimension of this aesthetic experience 
;ヮヮ;ヴWﾐデが Iｪｪ┞ Pﾗヮげゲ WﾐWヴｪWデｷI ヮWヴaﾗヴﾏ;ﾐIW IWヴデ;ｷﾐﾉ┞ SﾗWゲく I ┘ｷﾉﾉ ﾉW;┗W it open for now 
┘ｴWデｴWヴ ゲ;デｷヴW ﾉｷﾆW Iｪｪ┞ Pﾗヮげゲ さLﾗ┌ｷW Lﾗ┌ｷWざ ヴW;ﾉﾉ┞ I;ﾐ a┌ﾐIデｷﾗﾐ ;ゲ ; I;デｴ;ヴゲｷゲ デﾗ SWヮヴWゲゲｷ┗W 
inertia, which makes critique possible in face of the absurd, but the autotelic or self-
justifying nature of entertainment does make it plausible. I will return to an in depth 
investigation of this issue in the final chapter. In the next chapter, I will direct my attention 
to the cognitive and ethical value satire may have as critique.  
9. CONCLUSION 
In this chapter, I have situated debates about the value of satire into a larger debate about 
the value of art. In these debates, the value of aesthetics has often been instrumentalised 
to broadly ethical purposes. Similarly, the value of entertainment in satire has often been 
instrumentalised to critique. In defence of the genre, many supporters have argued that 
the combination of critique and entertainment increases the political impact of satire. 
However, this argument cannot be substantiated empirically. Satire is not more efficient as 
critique because it entertains. Still, it does not follow that satire is therefore a failed or 
cynical genre. Through a meta-WデｴｷI;ﾉ ｷﾐ┗Wゲデｷｪ;デｷﾗﾐが ヴﾗﾗデWS ｷﾐ Bﾉ;IﾆH┌ヴﾐげゲ ケ┌;ゲｷ-realism, I 
have highlighted a psychologically traumatic gap between the demands of critique and its 
limits. In response, I introduced a revaluation of entertainment as therapeutic 
WﾐｪヴﾗゲゲﾏWﾐデゲ ｷﾐ a;IW ﾗa デｴW ;Hゲ┌ヴSが ヴﾗﾗデWS ｷﾐ ; SW┗WﾉﾗヮﾏWﾐデ ﾗa H┌ﾏWげゲ self-justifying or 
autotelic avocations. Crucially, entertainment can claim such a therapeutic function 
because its unexalted aesthetic pleasures instil normativity in a world which may otherwise 
be devoid of value. Accordingly, in spite of moral suspicions, engrossment in entertainment 
can serve a plausible therapeutically mature function in coping with the psychologically 
traumatic limits of critique. For this reason, the definitive tension between critique and 
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entertainment is significant, because it corresponds to a fundamental conflict in moral life 
between the care of self and the care for others. In the final chapter of this thesis, I will 
further investigate how satirists intentionally address this tension by developing humorous 
and ironic strategies. In the next chapter, I temporarily sidestep this issue of satire as 























CHAPTER THREE: FICTION, COGNITION AND CRITIQUE  
1. INTRODUCTION  
This chapter investigates the cognitive value of satire as critique. Previously, I have 
challenged claims that the value of satire as critique depends on its social and political 
efficacy. Still, although ゲ;デｷヴWげゲ IヴｷデｷI;ﾉ force should be attenuated, I do think that good 
satire can incrementally contribute to emancipation alongside other critical practices. Yet, 
even this moderate claim about the critical impact of satire presupposes a significant 
cognitive claim. Specifically, if satire is to contribute to a project of critical emancipation, it 
must be able to teach morally relevant truths, especially what is wrong with the world. In 
other words, the ethical value of satire as critique depends on its cognitive value to deliver 
correct and insightful representations. In what follows, I will therefore investigate whether 
satire can rightfully claim such a cognitive function and accordingly contribute to a moral 
project of critique. For the record, I do not doubt that we can learn morally relevant truths 
from representations. The ethical quasi-realism introduced in the previous chapter makes it 
is possible (though perhaps not always) to arbitrate with a fair degree of objectivity 
whether some discourse or practice is justifiable in light of the common good. What is at 
stake is therefore not whether there are truths, and moral truths at that, but whether we 
can learn such truths from satire. In this respect, the cognitive function of satire is 
problematised by its purpose to entertain and its common classification as fiction.  
In this chapter, I will outline and defend a careful cognitivism about satire in light of its 
common fictional status as entertainment. Concretely, I will argue that good satire can 
teach non-trivial truths, including moral truths, but, like an aphorism, satirical truth is best 
understood as an introduction to an issue which requires further investigation or a 
particular take which needs to be nuanced. Such a cognitive function can be valuable, but 
should not be overestimated. At the same time, I caution that satire can deceive in its 
pursuit of entertainment. The same fictional techniques which sometimes generate 
cognitive value in satire are also the ones responsible for cognitive flaws on other 
occasions. Accordingly, my careful cognitivism about satire will highlight the relative merits 
of the genre but also acknowledge its particular dangers. My investigation aims to 
intervene in a polarised debate between all too enthusiastic supporters and overly 
ヮWゲゲｷﾏｷゲデｷI SWデヴ;Iデﾗヴゲ ﾗa ゲ;デｷヴWげゲ Iﾗｪﾐｷデｷ┗W ┗;ﾉ┌Wく Aﾉデｴﾗ┌ｪｴ I ;Iﾆﾐﾗ┘ﾉWSｪW デｴW ┗;ﾉ┌W ﾗa ゲ;デｷヴW 
as critique, I will avoid hyperbolic appraisals of its cognitive function because they set the 
genre up for failure by introducing expectations it cannot uphold. In response, satirists have 
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often pragmatically mitigated these hyperbolic expectations but, in the process, end up 
disavowing the critical nature of satire altogether. In this manner, these unrealistic 
expectations and pragmatic mitigations ultimately only corroborate suspicions about the 
value of satire outlined by detractors. In order to redress these misunderstandings, my 
careful cognitivism aims to determine realistic expectations about the cognitive function of 
satire in order to better assess the significance it may claim as critique.    
2. VALUE INTERACTION IN SATIRE 
M┞ I;ヴWa┌ﾉ SWaWﾐIW ﾗa ゲ;デｷヴWげゲ ┗;ﾉ┌W ;ゲ Iヴｷデｷケ┌W ┘ｷﾉﾉ ﾐﾗデ ﾗﾐﾉ┞ ゲデｷヮ┌ﾉ;デW デｴ;デ ゲ;デｷヴW I;ﾐ ｴ;┗W 
both cognitive and ethical value, but also that they interact. Therefore, before I outline this 
position in detail, a few words are in order about artistic values and their interaction. In this 
respect, I adhere to a pluralism about the value of art, including satire. I agree with Robert 
Stecker (2015) that artistic value cannot be reduced to a single value, but is instead a 
composite, which may include, aesthetic, ethical, cognitive, political, social, therapeutic or 
some other value. Crucially, such art-relevant values are effectively artistic values of 
;ヴデ┘ﾗヴﾆゲ ﾗﾐﾉ┞ ｷa ;IIWゲゲ ﾗヴ ｷSWﾐデｷaｷI;デｷﾗﾐ ﾗa デｴWﾏ さヴWケ┌ｷヴWゲ ┌ﾐSWヴゲデ;ﾐSｷﾐｪ デｴW ┘ﾗヴﾆゲ ｷﾐ 
ヮﾗゲゲWゲゲｷﾗﾐ ﾗa デｴﾗゲW ┗;ﾉ┌Wゲざ ふ“デWIﾆWヴ ヲヰヱヵが ンΓヴぶく Fﾗヴ デｴｷゲ ヴW;ゲﾗﾐが ゲｷﾐIW デｴW ﾏﾗﾐWデ;ヴ┞ ┘ﾗヴデｴ 
of a work is commonly irrelevant to its interpretation, financial value is usually not an 
;ヴデｷゲデｷI ┗;ﾉ┌Wく “ｷﾏｷﾉ;ヴﾉ┞が D;ﾐｷWﾉ A┌HWヴげゲ ﾗヮWヴ; La muette de Portici has political value (at 
least to Belgian nationalists) because it stimulated patriotic feelings that initiated the 
Belgian Revolution against the Dutch after a performance in Brussels in 1830. Yet, this 
political value is not an artistic value of the work, for the interpretation of the opera is 
wholly unconcerned by its fostering the independence of Belgium. By contrast, if Jonathan 
“┘ｷaデげゲ ゲ;デｷヴW ﾗa Eﾐｪﾉｷゲｴ ;HゲWﾐデWW ﾉ;ﾐSﾉﾗヴSゲ ｷﾐ A Modest Proposal (1729) would have had 
any impact on housing conditions in Ireland, this political value of the work would also be 
an artistic value, since it is relevant to understanding the work and its aims.  
Nevertheless, as discussed in the previous chapter, it is unfair to expect that the value of 
good satire is fundamentally determined by its political impact. Case in point, A Modest 
Proposal is still lauded as a great satire, even if it did not stimulate legislation that later 
alleviated housing conditions during the Great Famine. Instead of political value, I suggest 
that the artistic values most relevant to good satire are its aesthetic, ethical, cognitive and 
therapeutic value. Previously, I have discussed how the aesthetic value of satire is 
constrained by its purpose to entertain. In the next chapter, I will further investigate 
another hypothesis already introduced that aesthetic and therapeutic value in satire 
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interact. In what follows now, I focus on the cognitive and ethical value of satire and their 
interaction with aesthetic value. In this respect, the idea that art, including satire, can have 
artistically relevant ethical and cognitive value has been a topic of heated contestation in 
aesthetics. In these debates, the deniers have come to be known as autonomists, who 
argue that the only value relevant to the appreciation of art is aesthetic value (see 
Lamarque and Olsen 1994). Nevertheless, in the case of satire, it is axiomatic that the 
ethical value of a work can also constitute an artistic value. According to Noël Carroll, 
in the case of genres that have an ethical dimension, evaluating an artwork in terms 
of the quality of its moral perception (or misperception) is not invoking criteria alien 
to its value as the kind of artwork it is; it is a matter of evaluating the work in terms 
of the norms (genre norms) of the kind of artform to which it belongs (2000, 359).  
In other words, since satire sets out to critique as well as entertain, the genre stipulates 
that artistically good satire must not only successfully realise the pursuit of unexalted 
aesthetic pleasures, but also the ethical purpose of critique. For this reason, any ethical 
value of satire as critique would also constitute a genuine artistic value. 
The ethical value of satire as critique, I argue, is best understood in terms of the cognitive 
value it has in highlighting morally relevant truths, specifically concerning what is wrong 
with the world. There are other ways for satire to successfully fulfil the ethical purpose of 
critique, but they are not equally relevant in stipulating appropriate expectations for good 
satire. Fﾗヴ ﾗﾐWが ‘ﾗHWヴデ “デWIﾆWヴ ヴWaWヴゲ デﾗ Uヮデﾗﾐ “ｷﾐIﾉ;ｷヴげゲ さﾐ;デ┌ヴ;ﾉｷゲデｷIが ﾏ┌Iﾆヴ;ﾆｷﾐｪ aｷIデｷﾗﾐざ 
about the malpractices of the American meat industry in the 19th century to explain that 
the social consequences of an artwork can contribute to its ethical value, since the novel 
stimulated significant social reform (2010, 204). Yet, as explained, although satire may 
occasionally have such important social consequences, it is unrealistic to stipulate that good 
satire must do so consistently. Similarly, Stecker explains that a work can have ethical value 
HWI;┌ゲW ﾗa ｷデゲ IﾗﾐゲWケ┌WﾐIWゲ ﾗﾐ ｷﾐSｷ┗ｷS┌;ﾉゲが ゲ┌Iｴ ;ゲ さSWﾉｷ┗Wヴ ﾏﾗヴ;ﾉ ｷﾐゲｷｪｴデ ﾗヴ Wﾐｴ;ﾐIW デｴW 
moral sensitivity of at least some of its audiencWざ ふヲヰヱヰが ヲヰンぶく WｴｷﾉW ゲ┌Iｴ ｷﾐSｷ┗ｷS┌;l 
consequences would be relevant to the artistic value of satire, empirical research has 
established that such direct impact of satire on, say, democratic participation or knowledge 
acquisition of individuals is particularly hard to measure (Holbert 2013). As it stands, too 
little is known with certainty about the effects of satire on individuals for these to stipulate 
appropriate expectations about the ethical value of good satire. Instead, I suggest to focus 
on what morally relevant truths we can learn from satire, should we set out to do so. In this 
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respect, one important caveat is that if we were only able to learn the obvious from satire, 
it would have little actual value as critique (see Stecker 2010, 201). Accordingly, good satire 
would have ethical value as critique when it has non-trivial cognitive value, irrespective of 
the added value of any additional consequences.  
In what follows, I defend that good satire has ethical value as critique when it has the 
potential to teach non-trivial morally relevant truths. It does not follow that all non-trivial 
truths highlighted by satire would therefore be morally relevant. Perhaps when reading A 
Modest Proposal, I learn what an absentee landlord is. While this may be valuable and new 
knowledge to me, it holds no significant moral relevance. Conversely, if somebody read A 
Modest Proposal in the eighteenth century and learned about the material deprivation 
endured by the Irish people, this knowledge would be morally relevant, because it 
constitutes information required to deliberate an accurate moral judgement about British 
rule in contemporaneous Ireland. In this respect, good satire can have ethical value as 
critique when it provides information required to make an objective moral judgment, a 
function which it shares with good journalism or historiography. Moreover, good satire can 
also have ethical value by engaging directly in moral deliberation and revealing moral 
truths, similar to good moral philosophy and moral practice. In this respect, A Modest 
Proposal cues appropriate moral evaluation of the practices of English absentee landlords. 
This process of determining the cognitive value of good satire like A Modest Proposal to an 
ethical project of critique is governed by the quasi-realist meta-ethical framework 
introduced in the previous chapter. For the record, although knowledge is commonly 
equalled to justified true beliefs, quasi-realists understand the acquisition of moral 
knowledge as developing an appropriate concern, rather than a belief. For this reason, 
quasi-realism faces an epistemological challenge. Yet, since there are epistemological 
frameworks which can accommodate that knowledge does not necessarily pertain to 
beliefs (Jenkins 2015), I will sidestep this challenge in what follows.  
My proposal is that the ethical value of satire as critique is appropriately governed by its 
ability to teach non-trivial truths, whether they are truths relevant to moral deliberation or 
moral truths simpliciter. Before investigating if satire can effectively have such ethical value 
as critique, it is important to reflect on how such value would likely interact with the 
ｪWﾐヴWげゲ aesthetic value as entertainment. This issue resonates with recent debates about 
value interaction in analytic aesthetics. Stecker explains that aestheticians have mostly 
focused on the issue of さぷWへデｴｷI;ﾉ-aesthetic (or e-;ぶ ｷﾐデWヴ;Iデｷﾗﾐざ ┘ｴｷIｴ さｷゲ デｴW ┗ｷW┘ デｴ;デ 
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ethical merits and defects in work [sic] affect the degree aesthetic [sic] value possessed by 
デｴW ┘ﾗヴﾆざ ふ“デWIﾆWヴ ヲヰヱヰが ヲヰヶぶく “ｷﾏｷﾉ;ヴﾉ┞が ;ﾉデｴﾗ┌ｪｴ ﾉWゲゲ W┝ヮﾉﾗヴWSが デｴW ｷゲゲ┌W ﾗa さぷ;へWゲデｴWデｷI-
ethical (a-Wぶ ｷﾐデWヴ;Iデｷﾗﾐざ ヮWヴデ;ｷﾐゲ デﾗ さデｴW IﾗヴヴWゲヮﾗﾐSｷﾐｪ デｴWゲｷゲ aﾗヴ デｴW HW;ヴｷﾐｪ ﾗa デｴW 
;WゲデｴWデｷI ┗;ﾉ┌W ﾗa ; ┘ﾗヴﾆ ﾗﾐ ｷデゲ WデｴｷI;ﾉ ┗;ﾉ┌Wざ ふ“デWIﾆWヴ ヲヰヱヰが ヲヰヶぶく IﾐデWヴWゲデｷﾐｪﾉ┞が ｷﾐデWヴ;Iデｷﾗﾐ 
between ethical and aesthetic value in good satire has been claimed both ways by 
philosophers. Berys Gaut discusses the example of Lenny Henry ridiculing the anti-
ｷﾏﾏｷｪヴ;デｷﾗﾐ ヮﾗﾉｷI┞ ﾗa ; Bヴｷデｷゲｴ PヴｷﾏW MｷﾐｷゲデWヴ H┞ ケ┌ｷヮヮｷﾐｪ さEﾐﾗIｴ Pﾗ┘Wﾉﾉ ┘;ﾐデゲ デﾗ ｪｷ┗W 
black people a thousand pounds to go back home, which suits me fine に it only costs me 
ヲヰヮ ﾗﾐ デｴW H┌ゲざ ふquoted ｷﾐ G;┌デ ヱΓΓΒが ヶヶぶく AIIﾗヴSｷﾐｪ デﾗ G;┌デが さデｴW ぷ;WゲデｴWデｷIへ 
effectiveness and resonance of the joke centrally depend on its subversion of racist 
attitudes and assumptioﾐゲざ ふヱΓΓΒが ヶヶぶく LｷﾆW┘ｷゲWが “デWIﾆWヴ ｴ;ゲ Iﾉ;ｷﾏWS デｴ;デ ｷﾐデWヴ;Iデｷﾗﾐ I;ﾐ 
;ﾉゲﾗ ｴ;ヮヮWﾐ デｴW ﾗデｴWヴ ┘;┞ ;ヴﾗ┌ﾐS H┞ ｴｷｪｴﾉｷｪｴデｷﾐｪ デｴ;デ さto satirize a questionable aspect of 
ゲﾗIｷWデ┞ ふぐぶ ぷ;┌SｷWﾐIWゲへ ﾏ┌ゲデ HW ;HﾉW デﾗ feel H┞ ┘;┞ ﾗa ┗ｷ┗ｷSﾉ┞ ｷﾏ;ｪｷﾐｪ ふぐぶ デｴW aﾗﾉﾉ┞ ﾗa デｴW 
ゲ;デｷヴｷ┣WS ;ゲヮWIデ ﾗa ゲﾗIｷWデ┞ ﾗヴ デｴW H;S IﾗﾐゲWケ┌WﾐIWゲ ﾗa デｴW ヮヴ;IデｷIW ｷﾐ ﾐWWS ﾗa ヴWaﾗヴﾏざ 
(2010, 210-211, original emphasis).  
PｴｷﾉﾗゲﾗヮｴWヴゲ ;ヴW ﾐﾗデ デｴW ﾗﾐﾉ┞ ﾗﾐWゲ デﾗ ｷﾐデ┌ｷデｷ┗Wﾉ┞ ;Iﾆﾐﾗ┘ﾉWSｪW デｴ;デ デｴW ｪWﾐヴWげゲ WデｴｷIal 
purpose to critique and its aesthetic purpose to entertain fruitfully interact in good satire. 
Iﾐ デｴｷゲ ヴWゲヮWIデが Jﾗゲ┌; PﾗﾗﾉW ;ゲゲﾗIｷ;デWS さ“;デ┞ヴWざ with a long list of adjectives which 
highlights how デｴW ｪWﾐヴWげゲ ethical value as critique was perceived to substantiate its 
aesthetic success in the seventeenth century:  
Girding, biting, snarling, scourging, jerking, lashing, smarting, sharp, tart, rough, 
invective, censorious, currish, snappish, captious, barking, brawling, carping, fanged, 
sharp-デﾗﾗデｴげSが ケ┌ｷヮヮing, jeering, flouting, sullen, rigid, impartial, whipping, thorny, 
pricking, stinging, sharp-fanged, injurious, reproachful, libellous, harsh, rough-hewne, 
odious, opprobrious, contumelious, defaming, calumnious (1999 [1657], 176). 
Concretely, adjectives ﾉｷﾆW けHｷデｷﾐｪげ ﾗヴ けﾉ;ゲｴｷﾐｪげ suggest how the ethical quality of satire as 
critique also informs the aesthetic appreciation of the genre. Likewise, appraisals of how 
aesthetic value substantiates the force of ethical critique remain common today. Take the 
reception of M;ヴｪ;ヴWデ Aデ┘ﾗﾗSげゲ TｴW H;ﾐSﾏ;ｷSげゲ T;ﾉW (1985). Inspired by the rise of the 
AﾏWヴｷI;ﾐ ‘Wﾉｷｪｷﾗ┌ゲ ‘ｷｪｴデ ｷﾐ デｴW ヱΓΒヰゲが Aデ┘ﾗﾗSげゲ ﾐﾗ┗Wﾉ ｷゲ ; ゲ;デｷヴW ﾗa ヴWﾉｷｪｷﾗ┌ゲ a;ﾐ;デｷIｷゲﾏく In 
ｴWヴ ヴW┗ｷW┘ ﾗa Aデ┘ﾗﾗSげゲ ゲ;デｷヴW, Joyce Carol Oates contended デｴ;デ さぷﾐへarrated in the 
HヴW;デｴﾉWゲゲ ヮヴWゲWﾐデ デWﾐゲW ふぐぶ TｴW H;ﾐSﾏ;ｷSげゲ Tale achieves the feat of rendering the 
Hｷ┣;ヴヴWが デｴW ﾉ┌SｷIヴﾗ┌ゲが ;ﾐS デｴW ｷﾏヮヴﾗH;HﾉW ; ﾐW┘ ゲﾗヴデ ﾗa ケ┌ﾗデｷSｷ;ﾐざ ふヲヰヰヶぶく In similar vein, 
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she ﾉ;┌Sゲ Aデ┘ﾗﾗS aﾗヴ ｷﾐIﾉ┌Sｷﾐｪ ; さゲデ;ヴデﾉｷﾐｪ ;ヮヮWﾐSｷ┝ざ ┘ｴｷIｴ さﾏ;ﾆWゲ ﾗa デｴW novel an astute, 
ヮヴﾗ┗ﾗI;デｷ┗W ゲﾗIｷ;ﾉ IﾗﾏﾏWﾐデ;ヴ┞ざ ふO;デWゲ ヲヰヰヶぶく Intuitively, Oates argues that certain 
aesthetic qualities which make the TｴW H;ﾐSﾏ;ｷSげゲ T;ﾉW an entertaining novel also 
substantiate its ethical value as critique.  
Specifically, as suggested, the interaction between aesthetic and ethical value in satire is 
often cashed out in terms of cognitive value. In other words, the idea that satire is truthful 
is intuitively appreciated for aesthetic as well as ethical reasons. In this respect, Oliver 
Double explains that satirists like Lenny Bruce made truth central to stand-up comedy by 
ｷﾐデヴﾗS┌Iｷﾐｪ デｴW さｷSW; デｴ;デ ｷデ ｷゲ ;Hﾗ┌デ ;┌デｴWﾐデｷI ゲWﾉa-W┝ヮヴWゲゲｷﾗﾐざ ふヲヰヱヴが ヱヶヰぶく Dｷゲﾏｷゲゲｷﾐｪ デｴW 
stylised routines of Borscht Belt comedians as cﾗﾐデヴｷ┗WSが Bヴ┌IW IﾗﾐデWﾐSWS デｴ;デ さぷ;へ 
IﾗﾏWSｷ;ﾐ ﾗa デｴW ﾗﾉSWヴ ｪWﾐWヴ;デｷﾗﾐ SｷS ;ﾐ ;Iデが ;ﾐS ｴW デﾗﾉS デｴW ;┌SｷWﾐIWが けTｴｷゲ ｷゲ ﾏ┞ ;Iデくげ 
TﾗS;┞げゲ IﾗﾏｷI ｷゲ ﾐﾗデ Sﾗｷﾐｪ ;ﾐ ;Iデく TｴW ;┌SｷWﾐIW ;ゲゲ┌ﾏWゲ ｴWげゲ デWﾉﾉｷﾐｪ デｴW デヴ┌デｴざ ふquoted in 
Thompson 2011, 26). This idea that truthfulness contributes to the aesthetic success of 
satire has remained influential. Jﾗｴﾐ Oﾉｷ┗Wヴ ｴ;ゲ Iﾉ;ｷﾏWS デｴ;デ さぷ┘へWげヴW ﾗHゲWゲゲWS ;Hﾗ┌デ 
making sure that all the things that we say are accurate [on Last Week Tonightへが H┌デ デｴ;デげゲ 
only because those things are デｴW ゲデヴ┌Iデ┌ヴ;ﾉ aﾗ┌ﾐS;デｷﾗﾐ ┌ヮﾗﾐ ┘ｴｷIｴ デｴW ﾃﾗﾆWゲ ;ヴW H;ゲWSざ 
(Marchese 2016). Nevertheless, this concern for truthfulness in satire is also ethically 
ﾏﾗデｷ┗;デWSく Eデｴ;ﾐ Tｴﾗﾏヮゲﾗﾐ ｴ;ゲ W┝ヮﾉ;ｷﾐWS デｴ;デ Bヴ┌IWげゲ ;┌SｷWﾐIWゲ W┝ヮWIデWS さﾐﾗデ ﾃ┌ゲデ ;ﾐ┞ 
デヴ┌デｴざが H┌デ さ; ﾐ;ゲデ┞ デヴ┌デｴ ;Hﾗ┌デ デｴW ゲ┌ヮヮﾗゲWSﾉ┞ ﾐﾗヴﾏ;ﾉ ﾏ;ｷﾐゲデヴW;ﾏざ ふヲヰヱヱが ヲヶぶく Iﾐ デｴｷゲ 
ヴWゲヮWIデが Bヴ┌IW ┘;ゲ ﾉ;┌SWS ;ゲ さゲﾗIｷ;ﾉ IヴｷデｷI ;ﾐS ゲWI┌ﾉ;ヴ ﾏﾗヴ;ﾉｷゲデざ ┘ｴﾗ ┘ｷWﾉSWS さデヴ┌デｴ ;ﾐS 
ヴW;ゲﾗﾐ ;ゲ ┘W;ヮﾗﾐゲざ ふKﾗaゲﾆ┞ ヱΓΑヴが ヲヱぶく “ｷﾏｷﾉ;ヴﾉ┞が SWゲヮｷデW ヮヴ;ｪﾏ;デｷI Sｷゲ;┗ﾗ┘;ﾉゲ ﾗa ゲ;デｷヴｷゲデゲ 
like Oliver, contemporary American satire has been praised as さ; ｴ;ヴS-knuckled critique of 
ヮﾗ┘Wヴざ ふJﾗﾐWゲ ヲヰヱヰが Βンぶく Iﾐ ﾗデｴWヴ ┘ﾗヴSゲが デｴW Iﾗｪﾐｷデｷ┗W ┗;ﾉ┌W ﾗa デヴ┌デｴa┌ﾉﾐWゲゲ in satire is 
commonly appreciated ethically as well as aesthetically.  
However, albeit that ethical, cognitive and aesthetic value are commonly understood to 
interact in good satire, we should not assume too readily that when satire entertains, it also 
teaches us morally-relevant truths. Although Bruce and others introduced authenticity as 
an ethical and aesthetic value of modern stand-up comedy, Double explains that comedians 
often make a mockery of truth in the pursuit of entertainment (2014, 157-186). Satirists are 
no exception. Double discusses a stand-up routine by British satirist Stewart Lee who 
attacks the H┌ﾉﾉ┞ｷﾐｪ ｴ┌ﾏﾗ┌ヴ ﾗa BBCげゲ Top Gear by misleading his audience to initially 
believe a fake story about one of its presenters (2013, 174-182). Double concludes that as 
LWW さヮﾉ;┞ぷゲへ ヮヴ;ﾐﾆゲ ﾗﾐ デｴW ;┌SｷWﾐIWざが ｷデ ﾉW;┗Wゲ デｴWﾏ ┘ｷデｴ ; ﾉﾗデ ﾗa Sﾗ┌Hデ さ;Hﾗ┌デ Wxactly what 
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デｴW デヴ┌デｴ ｷゲざ ふヲヰヱヴが ヱΑヵぶく Iﾐ ヮ;ヴデｷI┌ﾉ;ヴが Dﾗ┌HﾉW ｴｷｪｴﾉｷｪｴデゲ ; さﾆｷﾐS ﾗa ;ﾏHｷｪ┌ﾗ┌ゲ ｷﾐデWヴ┘W;┗ｷﾐｪ 
ﾗa デヴ┌デｴ ;ﾐS aｷIデｷﾗﾐざ ｷﾐ “デW┘;ヴデ LWWげゲ ゲ;デｷヴW ふヲヰヱヴが ヱΑΓぶく Such ambiguity is indicative of a 
tension between the aesthetic function of satire as entertainment and its cognitive function 
in a moral project of critique. On the one hand, satire sets out to critique and accordingly 
has a cognitive function in pursuit of truth. On the other hand, since satire also sets out to 
entertain, it is not wholly constrained by truthfulness. Specifically, as entertainment, satire 
commonly capitalises on certain liberties associated with fiction that may compromise its 
cognitive value in a moral project of critique. 
T┘ﾗ ゲヮWIｷaｷI Iﾗｪﾐｷデｷ┗W S;ﾐｪWヴゲ ┘ｴｷIｴ ヴWゲ┌ﾉデ aヴﾗﾏ ゲ;デｷヴWげゲ ゲデ;デ┌ゲ ;ゲ fictional entertainment 
are aesthetic autotelism and aesthetic seduction. In this respect, Murray Smith explains 
that when watching 
Blade Runner, it is clear we are being invited to savor the visual and auditory textures 
of the film, and the fictional world it depicts, as an end in itself. And the fact that the 
film devotes so much of its energy to the aesthetics of the image is not a cost-free 
choice ┘ｷデｴ ヴWゲヮWIデ デﾗ ｷデゲ Iﾗｪﾐｷデｷ┗W ふけphilosophicalげ) value: By making the sheer visual 
design of its images so salient, the role of these images in articulating an existentially 
charged narrative is compromised (2016, 195). 
“ﾏｷデｴげゲ ;ヴｪ┌ﾏWﾐデ ｷゲ デｴ;デ デｴｷゲ ﾉW┗Wﾉ ﾗa ;WゲデｴWデｷI ;┌デﾗデWﾉｷゲﾏ ｷﾐ Blade Runner depletes 
cognitive resources that could otherwise be devoted to ethical exploration. Transposed to 
satire, its pursuit of entertainment for its own sake risks distracting from its critical 
function. As explained in the previous chapters, although critique and entertainment can 
fruitfully interact in good satire, the latter cannot wholly be instrumentalised to the former. 
Moreover, not only are aesthetic pursuits to a certain degree independent of ethical or 
cognitive pursuits, they can also seduce audiences to overestimate the ethical or cognitive 
value of a work. Similarly discussing Blade Runner, Peter Lamarque and Gregory Currie have 
ｴｷｪｴﾉｷｪｴデWS デｴ;デ さit is sometimes claimed that [its] visual aesthetic overwhelms, or perhaps 
compensates for failings in thW Iﾗｪﾐｷデｷ┗W IﾗﾐデWﾐデざ ふヲヰヱヴが ヲヰぶく In other words, the additional 
problem highlighted by Currie and Lamarque is that fiction like Blade Runner, which is 
designed to be aesthetically successful as entertainment, may seduce us into 
overestimating its cognitive value.  
Likewise, I suspect that when satire successfully entertains, there is a risk that we 
overestimate its success as critique. Consider the hyperbolic praise of contemporary 
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American satire like Last Week Tonight with John Oliver and Full Frontal with Samantha 
Bee. As mentioned, during the 2016 Republican Party presidential primaries, Oliver was 
Iﾗﾏﾏﾗﾐﾉ┞ ヮヴ;ｷゲWS aﾗヴ さSWゲデヴﾗ┞ぷｷﾐｪへざ ふB;ヴヴWﾉﾉ ヲヰヱヶぶ ﾗヴ さ;ﾐﾐｷｴｷﾉ;デぷｷﾐｪへざ ふ‘WWS ヲヰヱヶぶ Donald 
Trump. While the course of the American presidential election would seem reason enough 
to abandon such hyperbolic praise, similar endorsements of Last Week Tonight (Dessem 
2017) and Full Frontal (Juntwait 2017) remained popular after Trump took office. Such 
Iﾗﾐデｷﾐ┌ｷﾐｪ ﾗ┗WヴWゲデｷﾏ;デｷﾗﾐ ﾗa ゲ;デｷヴWげゲ ┗;ﾉ┌W ;ゲ Iヴｷデｷケ┌W ｷﾐSｷI;デes that the aesthetic success 
of satire risks marring the assessment of its cognitive or political value. Crucially, the right 
ヴWゲヮﾗﾐゲW デﾗ ゲ┌Iｴ S;ﾐｪWヴ ﾗa ;WゲデｴWデｷI ゲWS┌Iデｷﾗﾐ ｷゲ ﾐﾗデ デﾗ Sｷゲﾏｷゲゲ ゲ;デｷヴWげゲ ┗;ﾉ┌W ;ゲ Iヴｷデｷケ┌W 
outright, but to proceed with caution. By contrast, in response to unrealistic expectations 
;Hﾗ┌デ ゲ;デｷヴWげゲ IヴｷデｷI;ﾉ a┌ﾐIデｷﾗﾐが ゲ;デｷヴｷゲデゲ ﾉｷﾆW Oﾉｷ┗Wヴ ｴ;┗W often Sﾗ┘ﾐヮﾉ;┞WS さ;ﾐ┞ ﾉ;ヴｪWヴ ゲWﾐゲW 
ﾗa ﾏｷゲゲｷﾗﾐざが W┝ヮﾉ;ｷﾐｷﾐｪ デｴ;デ ｷデ ｷゲ さ┘WｷヴS ふぐぶ ┘ｴWﾐ ヮWﾗヮﾉW ;ゲﾆ ;Hﾗ┌デ デｴW ゲｴﾗ┘げゲ [Last Week 
Tonight] ヴWﾉ;デｷﾗﾐゲｴｷヮ デﾗ ﾃﾗ┌ヴﾐ;ﾉｷゲﾏく Iデげゲ ゲﾗ IﾉW;ヴﾉ┞ IﾗﾏWS┞ざ ふM;ヴIｴWゲW ヲヰヱヶぶく Hﾗ┘W┗Wヴが such 
disavowals inappropriately trivialise the cognitive value of satire in an ethical project of 
critique. For this reason, I propose a careful cognitivism about satire which does not dismiss 
the dangers of aesthetic autotelism and aesthetic seduction in light of デｴW ｪWﾐヴWげゲ 
commonly fictional status as entertainment, but nonetheless acknowledges the cognitive 
value it may have in a moral project of critique. 
3. FICTION AND TRUTHFULNESS  
In what follows, I develop a careful cognitivism about satire in light of its commonly 
fictional status as entertainment. In this respect, most satire is classified as fiction, although 
there are exceptions. Standard cases which are clearly fictional include A Modest Proposal, 
TｴW H;ﾐSﾏ;ｷSげゲ T;ﾉW and South Parkく TｴWヴW ;ヴW ゲﾗﾏW W┝IWヮデｷﾗﾐゲが ゲ┌Iｴ ;ゲ MｷIｴ;Wﾉ MﾗﾗヴWげゲ 
hybrid documentary-satires, which are classified as non-fiction. Again other cases are more 
ambiguous, in particular the currently popular late-night satire such as Full Frontal and Last 
Week Tonight, which exhibit typical characteristics of both entertainment and journalism. I 
will return to the significance of these exceptions and ambiguous cases later, but I begin by 
teasing out some intuitions about fiction and truthfulness in satire. As a reminder, 
ゲ┌ヮヮﾗヴデWヴゲ ﾗa ゲ;デｷヴW ｴ;┗W ﾗaデWﾐ Wﾐデｴ┌ゲｷ;ゲデｷI;ﾉﾉ┞ ;ヮヮヴ;ｷゲWS デｴW ｪWﾐヴWげゲ Iﾗｪﾐｷデｷ┗W ┗;ﾉ┌W ﾗﾐ デｴW 
ｪヴﾗ┌ﾐSゲ ﾗa ｷデゲ W┝IWヮデｷﾗﾐ;ﾉ デヴ┌デｴa┌ﾉﾐWゲゲく T;ﾆW GｷﾉHWヴデ HｷｪｴWデが ┘ｴﾗ Iﾉ;ｷﾏWS デｴ;デ さぷデへｴW 
satirical writer believes that most people are purblind, insensitive, perhaps anaesthetized 
by custom and dullness and resignation に he wishes to make them see the truth に at least 
デｴ;デ ヮ;ヴデ ﾗa デｴW デヴ┌デｴ ┘ｴｷIｴ デｴW┞ ｴ;Hｷデ┌;ﾉﾉ┞ ｷｪﾐﾗヴWざ ふヱΓヶヲが ヱΓぶく “ｷﾏｷﾉ;ヴﾉ┞が J;ﾏWゲ “┌デｴWヴﾉand 
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IﾗﾐデWﾐSWS デｴ;デ デｴW ゲ;デｷヴｷゲデ さIﾗﾏWゲ ヴﾗ┌ﾐS ﾆﾐﾗIﾆｷﾐｪ ┌ゲ ┌ヮ aヴﾗﾏ ; Iﾗﾏaﾗヴデ;HﾉW ゲﾉWWヮ デﾗ a;IW 
ｴ;ヴS ;ﾐS ┌ﾐIﾗﾏaﾗヴデ;HﾉW a;Iデゲざ ふヱΓヶヲが ヶぶく Hﾗ┘W┗Wヴが although such grand claims about 
ゲ;デｷヴWげゲ デヴ┌デｴa┌ﾉﾐWゲゲ are common, they are ヮ;ヴ;Sﾗ┝ｷI;ﾉ ｷﾐ ﾉｷｪｴデ ﾗa デｴW ｪWﾐヴWげゲ Iommon 
status as fiction.  
The fictional status of satire is often intuitively understood as precluding its truthfulness, 
including in specialised contexts such as defamation law. In the American legal system, the 
fictional status of satire is often said to protect satirists against accusation of libel, which 
ヴWケ┌ｷヴW ヮヴﾗﾗa さデｴ;デ デｴW SWaWﾐS;ﾐデ ﾏ;SW ; ゲデ;デWﾏWﾐデ ┘ｷデｴ ﾆﾐﾗ┘ﾉWSｪW デｴ;デ ｷデ ┘;ゲ a;ﾉゲW ﾗヴ 
┘ｷデｴ ヴWIﾆﾉWゲゲ SｷゲヴWｪ;ヴS aﾗヴ ┘ｴWデｴWヴ ｷデ ┘;ゲ デヴ┌W ﾗヴ ﾐﾗデざ (Penrod 2004, 20). In this respect, 
Grant Penrod highlights デｴ;デ さぷデへｴW ヮヴﾗHﾉWﾏ ┘ｷデｴ ;ヮヮﾉ┞ｷﾐｪ デｴｷゲ ゲデ;ﾐS;ヴS ｷﾐ デｴW IﾗﾐデW┝デ ﾗa 
satire is that a satirist knows and intends that he or she is making false statements of factざ 
(2004, 20). “ｷﾏｷﾉ;ヴﾉ┞が “デW┗Wﾐ PヴｷﾐIW W┝ヮﾉ;ｷﾐゲ デｴ;デ ゲﾗﾏWデｴｷﾐｪ I;ﾐﾐﾗデ HW さ┌ﾐSWヴゲデﾗﾗS ｷﾐ ; 
defamaデﾗヴ┞ ゲWﾐゲWざ ｷa さｷデげゲ ﾏ;SW ┌ヮざ ;ﾐS ｴW ;SSゲ さぷデへｴ;デげゲ ヮ;ヴデｷI┌ﾉ;ヴﾉ┞ デｴW I;ゲW ┘ｴWヴW デｴWヴW 
;ヴW ゲデヴﾗﾐｪ IﾗﾐデW┝デ┌;ﾉ ｷﾐSｷI;デｷﾗﾐゲ デｴ;デ ぷゲﾗﾏWデｴｷﾐｪへ ｷゲ ゲ;デｷヴWざ (2013). Likewise, Kenneth 
Creech reports a decision of TｴW NW┘ Yﾗヴﾆ “┌ヮヴWﾏW Cﾗ┌ヴデ デｴ;デ ゲデ;デWゲが さぷ┘へhere it appears 
in the context of fiction and deliberate humor which does not purport to relate to actual 
W┗Wﾐデゲが ﾗヴ ｷゲ ﾗH┗ｷﾗ┌ゲ ゲ;デｷヴWぐ ; ゲデ;デWﾏWﾐデ I;ﾐﾐﾗデ ヴW;ゲﾗﾐ;Hﾉ┞ HW ゲ┌ゲIWヮデｷHﾉW ﾗa ﾉｷHWﾉﾗ┌ゲ 
ﾏW;ﾐｷﾐｪざ (2013, 281). Summing up, it is a common idea in American legal contexts that 
satｷヴW ｷゲ さH┞ SWaｷﾐｷデｷﾗﾐ aｷIデｷﾗﾐ;ﾉざ ;ﾐS デｴWヴWaﾗヴW さa;ﾉゲWざ ふ‘┞;ﾐ ヲヰヰンき ゲWW ;ﾉゲﾗ Treiger 1989, 
1215-1216).  
Nevertheless, upon further reflection, the common intuition that satire is necessarily non-
factual because it is (typically) fictional proves problematic. Take さOﾐ┘;ヴS Cｴヴｷゲデｷ;ﾐ 
“ﾗﾉSｷWヴゲぁざが a satirical cartoon by Matt Bors about the Alabama senate allowing a church in 
Birmingham to establish its own law enforcement department (fig. 10). While the 
classification of this cartoon as fiction iゲ W┗ｷSWﾐデが デｴW ｷﾐｷデｷ;ﾉ ヴWヮﾗヴデ デｴ;デ さぷデへｴW Aﾉ;H;ﾏ; 
Senate voted to allow a mega-Iｴ┌ヴIｴ デﾗ ゲデ;ヴデ ｷデゲ ┗Wヴ┞ ﾗ┘ﾐ ヮﾗﾉｷIW aﾗヴIWざ ｷゲ IﾉW;ヴﾉ┞ a;Iデ┌;ﾉが 
irrespective of other invented story content. In other words, albeit in a fictional cartoon, 
Bﾗヴゲ ｷﾐデヴﾗS┌IWゲ さ; ゲデ;デWﾏWﾐデ ﾗa ;Iデ┌;ﾉ a;Iデざ ふGｷHゲﾗﾐ ヲヰヱΑぶく For this reason, should this 
ヮヴWゲWﾐデWS ｷﾐaﾗヴﾏ;デｷﾗﾐ HW a;Iデ┌;ﾉﾉ┞ ｷﾐIﾗヴヴWIデが ｷデ ┘ﾗ┌ﾉS ﾉWｪ;ﾉﾉ┞ Iﾗ┌ﾐデ ;ゲ ;ﾐ ;Iデ ﾗa さ;Iデ┌;ﾉ 
ﾏ;ﾉｷIWざ ふTヴWｷｪWヴ ヱΓΒΓが ヱヲヱヵぶく Iﾐ デｴｷゲ ヴWゲヮWIデが Bﾗヴゲ W┝ヮﾉ;ｷﾐゲ デｴ;デ さデｴWヴW ｷゲ ゲﾗヴデ ﾗa ; 
journalistic WﾉWﾏWﾐデ デﾗ ｷデ ぷｴｷゲ ゲ;デｷヴWへ デｴ;デ I Sﾗﾐげデ デｴｷﾐﾆ ; ﾉﾗデ ﾗa ヮWﾗヮﾉW ﾆﾐﾗ┘ざ ふヮWヴゲﾗﾐ;ﾉ 
Iﾗﾏﾏ┌ﾐｷI;デｷﾗﾐぶく HW ゲヮWIｷaｷWゲ デｴ;デ さ┘ｴWﾐ I Sﾗ ﾏ┞ IﾗﾏｷIゲ ぷ;ﾐSへ I ゲWﾐS デｴWﾏ デﾗ ﾏ┞ ゲ┞ﾐSｷI;デWが 
デｴW┞げヴW a;Iデ IｴWIﾆWSざが ;SSｷﾐｪ デｴ;デ さ┘ｴWﾐ Iげﾏ H;ゲｷﾐｪ ゲﾗﾏWデｴｷﾐｪ ﾗaa ﾗa ;ﾐ ;Hﾗヴデｷﾗﾐ Hｷﾉﾉ ﾗr 
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ゲデ;デｷﾐｪ ｴﾗ┘ ﾏ;ﾐ┞ ゲデ;デWゲ ｷﾐ デｴW U“ ｴ;┗W ヴWゲデヴｷIデWS ;Hﾗヴデｷﾗﾐ ふぐぶ デｴ;デ ｴ;ゲ デﾗ HW ;II┌ヴ;デWざ 
ふヮWヴゲﾗﾐ;ﾉ Iﾗﾏﾏ┌ﾐｷI;デｷﾗﾐぶく Bﾗヴゲ Wﾏヮｴ;デｷI;ﾉﾉ┞ ゲデヴWゲゲWゲ デｴ;デ さ┘ｴWﾐ IﾗﾐゲｷSWヴｷﾐｪ ; a;Iデが デｴW 
a;Iデ ｴ;ゲ デﾗ HW ;II┌ヴ;デWざ ふヮWヴゲﾗﾐ;ﾉ Iﾗﾏﾏ┌ﾐｷI;デｷﾗﾐぶく Aゲ ﾗヮヮﾗゲWS デﾗ the legal advice 
SｷゲI┌ゲゲWS ;Hﾗ┗Wが ゲﾗﾏW ﾉWｪ;ﾉ Iﾗ┌ﾐゲWﾉﾉｷﾐｪ ｷゲ ;┘;ヴW デｴ;デ ゲ;デｷヴW Iﾗﾏﾏﾗﾐﾉ┞ さHﾉ┌ヴゲ デｴW ﾉｷﾐW 
HWデ┘WWﾐ デヴ┌デｴ ;ﾐS ﾗ┌デヴ;ｪWﾗ┌ゲﾐWゲゲざ ふHG “デ;aa ヲヰヱΑき ‘CFP “デ;aa ヲヰヱΑぶく NW┗WヴデｴWﾉWゲゲが デｴW 
ｷゲゲ┌W ﾗaデWﾐ ヴWﾏ;ｷﾐゲ ﾏｷゲ┌ﾐSWヴゲデﾗﾗSが aﾗヴ デｴW ヴW;ﾉ ヮヴﾗHﾉWﾏ ｷゲ ﾐﾗデ デｴ;デ さｷデ ｷゲ Sｷaaｷcult to discern 
┘ｴWデｴWヴ ぷ;へ ヮ┌HﾉｷI;デｷﾗﾐ ｷゲ デヴ┌デｴa┌ﾉ ﾗヴ ゲ;デｷヴWざ ふHG “デ;aa ヲヰヱΑぶく IﾐゲデW;Sが デｴW ヮﾗｷﾐデ ｷゲ W┝;Iデﾉ┞ 
that while satire is commonly fictional, it can also be truthful. 
 
Figure 10 
In fact, as discussed, supporters of satire regularly claim that truthfulness is at the very 
heart of the genre. Similarly, M;デデ Bﾗヴゲ IﾗﾐデWﾐSゲ デｴ;デ さｷa ┞ﾗ┌げヴW ゲデヴｷヮヮｷﾐｪ ぷゲ;デｷヴWへ Sﾗ┘ﾐ デﾗ 
デｴW IﾗヴW ヮ┌ヴヮﾗゲWが デｴWﾐ ﾏ;┞HW ┘ｴ;デ ┘WげヴW ;ﾉﾉ デヴ┞ｷﾐｪ デﾗ ｪWデ ﾗ┌デ ｷゲ ゲﾗﾏW デヴ┌デｴざ ふヮWヴゲﾗﾐ;ﾉ 
communication). Crucially, these truths pursued by satire are not simply the kind of factual 
truths also found in journalism or historiography. More than anything else, satirists aim to 
ヴW┗W;ﾉ ﾏﾗヴ;ﾉ デヴ┌デｴゲく C;ゲW ｷﾐ ヮﾗｷﾐデが デｴW ヮ┌ヴヮﾗゲW ﾗa Bﾗヴゲげゲ ゲ;デｷヴｷI;ﾉ I;ヴデﾗﾗﾐ ;Hﾗ┌デ デｴW 
Alabama Senate vote is not simply to inform that a mega-church in Birmingham has been 
granted permission to set up its own police force, but to pass moral judgement. Bors 
Iﾉ;ヴｷaｷWゲ デｴ;デ ゲ;デｷヴｷゲデゲ ゲﾗﾏWデｷﾏWゲ W┝ヮヴWゲゲ デｴWゲW デヴ┌デｴゲ ｷﾐ さ; ┗Wヴ┞ SｷヴWIデが ゲﾉWSｪWｴ;ﾏﾏWヴ-to-
the-a;IWが ┘;┞ざ ﾗヴが ﾏﾗヴW Iﾗﾏﾏﾗﾐﾉ┞が さｷﾐ ; ヴﾗ┌ﾐS;Hﾗ┌デ ┘;┞ざ ふヮWヴゲﾗﾐ;ﾉ Iﾗﾏﾏ┌ﾐｷI;デｷﾗﾐぶく 
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Concretely, Bors protests against granting a Christian mega-church its own police force, 
because he is convinced it is likely to stimulate morally undesirable consequences, such as 
legitimising unwarranted neoconservative backlash against Muslim citizens. Interestingly, 
while Bors clearly, albeit indirectly, asserts this argument as if it was morally true (not 
simply something he would agree to disagree about), he uses the roundabout strategy of 
aｷIデｷﾗﾐ デﾗ Sﾗ ゲﾗく “ヮWIｷaｷI;ﾉﾉ┞が ｷﾐ ﾗヴSWヴ デﾗ ﾏﾗヴ;ﾉﾉ┞ Sｷゲﾏｷゲゲ デｴW Aﾉ;H;ﾏ; “Wﾐ;デWげゲ SWIｷゲｷﾗﾐが Bﾗヴゲ 
makes up a story about the harassment of Muslim citizens as a plausible outcome of the 
legislation. Similarly, he invents a story about Christ to highlight that the very proposal of 
the Birmingham church is at odds with the values of Christianity. In conclusion, not only is 
satire able to highlight factual truths despite its fictional status, but it also seems able to 
communicate moral truths in a certain roundabout way exactly because it is fiction. 
The centrality of truthfulness in satire problematises the common intuitions in legal 
IﾗﾐデW┝デゲ ;Hﾗ┌デ デｴW ｷﾐIﾗﾏﾏWﾐゲ┌ヴ;Hｷﾉｷデ┞ ﾗa デヴ┌デｴ ;ﾐS aｷIデｷﾗﾐく Aデ デｴW ゲ;ﾏW デｷﾏWが ゲ;デｷヴWげゲ 
truthfulness also seems to destabilise its fictional status. In this respect, discussing his 
curated comics platform, The Nib, Bors explains that the variety of graphic material on the 
┘WHゲｷデW さ;ﾉﾉ ぷa;ﾉﾉゲへ ┌ﾐSWヴ ;ﾐ ┌ﾏHヴWﾉﾉ; ﾗa デｴｷﾐｪゲ ;Hﾗ┌デ デｴW ┘ﾗヴﾉS デｴ;デ ┘W ﾉｷ┗W ｷﾐく Iデげゲ ;ﾉﾉ ﾐﾗﾐ-
fictｷﾗﾐざが ｷﾐIﾉ┌Sｷﾐｪ さゲWヴｷﾗ┌ゲ ﾃﾗ┌ヴﾐ;ﾉｷゲﾏざ H┌デ ;ﾉゲﾗ さヮﾗﾉｷデｷI;ﾉ ゲ;デｷヴWざ ふヮWヴゲﾗﾐ;ﾉ Iﾗﾏﾏ┌ﾐｷI;デｷﾗﾐぶく 
Still, when pressed, Bors does distinguish satire from non-fictional genres such as comics 
ﾃﾗ┌ヴﾐ;ﾉｷゲﾏく Aゲ ﾗヮヮﾗゲWS デﾗ IﾗﾏｷIゲ ﾃﾗ┌ヴﾐ;ﾉｷゲﾏが Bﾗヴゲ W┝ヮﾉ;ｷﾐゲ デｴ;デ さｷﾐ ﾏﾗゲデ ヮolitical [i.e. 
ゲ;デｷヴｷI;ﾉへ I;ヴデﾗﾗﾐゲが ┞ﾗ┌げヴW aｷIデｷﾗﾐ;ﾉｷゲｷﾐｪ デｴW ゲWデデｷﾐｪが デｴW Sヴ;┘ｷﾐｪゲが デｴW I;ヴｷI;デ┌ヴWざ ふヮWヴゲﾗﾐ;ﾉ 
communication). In other words, although comics journalism and satire both aim to be 
truthful, satire, because it is fiction, has greater liberties to develop imagined scenarios 
than comics journalism, which is non-fiction. Classification as fiction or non-fiction 
therefore does not necessarily determine whether a work can communicate truthfully, but 
does introduce different expectations and obligations as to how truth is communicated. 
Mﾗゲデ ゲデヴｷﾆｷﾐｪﾉ┞が デｴｷゲ SｷaaWヴWﾐIW ﾏ;ﾐｷaWゲデゲ ｷデゲWﾉa ｷﾐ Bﾗヴゲげゲ ﾗ┘ﾐ ┘ﾗヴﾆ ;ゲ ; Iﾗﾐデヴ;ゲデ ｷﾐ Sヴ;┘ｷﾐｪ 
styles. While Bors explains that his political satire has a distinct cartoonal quality, the visual 
style of his comics journalism, such as War is Boring (Axe and Bors 2010) cultivates a more 





According to Bors, the common fictional status of satire provides the genre with certain 
freedoms it would lack if it was classified as non-aｷIデｷﾗﾐく Bﾗヴゲ ゲヮWIｷaｷWゲ デｴ;デが ｷﾐ ゲ;デｷヴWが さデｴWヴW 
ｷゲ ; ﾉﾗデ ﾗa ﾗヮｷﾐｷﾗﾐ ;ﾐS デｴWヴW ｷゲ ; ﾉﾗデ ﾗa ﾉWW┘;┞ ┘ｷデｴ ｴ┞ヮWヴHﾗﾉW ;ﾐS W┝;ｪｪWヴ;デｷﾗﾐざ ┘ｴｷIｴ 
would be problematic in comics journalism (personal communication). This insight about 
the liberties of fiction is important to help clarify the significance of such ambiguous cases 
as Full Frontal or Last Week Tonight. As explained, these programmes have journalistic 
qualities which make classification as non-fiction plausible. In this respect, Bors contends 
that Last Week Tonightが ゲヮWIｷaｷI;ﾉﾉ┞が ｷゲ さｷﾐaﾗヴﾏ;デｷ┗W ;ﾐS aｷﾉﾉWS ┘ｷデｴ a;Iデゲ デｴ;デ ;ヴW IｴWIﾆWSざ 
;ﾐS デｴWヴWaﾗヴW ｴ;ゲ ; ヴW;ﾉ さﾃﾗ┌ヴﾐ;ﾉｷゲデｷI WﾉWﾏWﾐデ デﾗ ｷデざ ふヮWヴゲﾗﾐ;ﾉ Iﾗﾏﾏ┌ﾐｷI;デｷﾗﾐぶく 
Nevertheless, satirists often actively deny their journalistic credentials by さゲ;┞ｷﾐｪ デｴW┞げヴW 
ﾃ┌ゲデ IﾗﾏWSｷ;ﾐゲ ;ﾐS デｴW┞げヴW ﾃ┌ゲデ Sﾗｷﾐｪ ﾃﾗﾆWゲざ ふBﾗヴゲが ヮWヴゲﾗﾐ;ﾉ Iﾗﾏﾏ┌ﾐｷI;デｷﾗﾐぶく I have already 
ｷﾐSｷI;デWS デｴ;デ ゲ┌Iｴ ヮヴ;ｪﾏ;デｷI Sｷゲﾏｷゲゲ;ﾉゲ ﾗa ゲ;デｷヴWげゲ IヴｷデｷI;ﾉ a┌ﾐIデｷﾗﾐ ゲｴﾗ┌ﾉS HW デ;ﾆWﾐ ┘ｷデｴ ; 
pinch of salt. Nevertheless, despite clear journalistic qualities, contextual indicators suggest 
that programmes like Last Week Tonight, Full Frontal, or The Daily Show are really intended 
as fiction. For one, Stewart denied that The Daily Show claimed similar journalistic 
;ゲヮｷヴ;デｷﾗﾐゲ デﾗ CNNげゲ Crossfire, stressing it was not broadcast on a 24-hour news channel but 
followed ; ゲｴﾗ┘ ;Hﾗ┌デ さヮ┌ヮヮWデゲ ﾏ;ﾆｷﾐｪ Iヴ;ﾐﾆ I;ﾉﾉゲざ ﾗﾐ Comedy Central ふさJﾗﾐ “デW┘;ヴデ ﾗﾐ 
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CヴﾗゲゲaｷヴWざぶ. Similarly, Last Week Tonight or Full Frontal actively solicit unrestrained 
audience behaviour which demarcates these shows as fictional entertainment, more akin to 
sitcoms than the news. Importantly, this association with fiction does not only allow 
satirists to unabashedly pursue entertainment for its own sake, but also deploy strategies in 
the service of truth, such as loose talk and invented content, which would be problematic in 
a strictly non-fictional context.  
Ambiguous cases like Last Week Tonight or Full Frontal may seem exceptional, but they 
really signal that classification of satire as fiction or non-fiction is generally indeterminate to 
some degree. By virtue of its purpose to critique, all satire has a commitment to 
truthfulness which it shares with non-fictional genres, including clearly fictional examples 
like Matt Bﾗヴゲげゲ I;ヴデﾗﾗﾐ ;Hﾗ┌デ デｴW Aﾉ;H;ﾏ; “Wﾐ;デWげゲ SWIｷゲｷﾗﾐ. At the same time, by 
embracing classification as fiction, satire is seemingly not only able to communicate similar 
truths as journalism, but it also has certain liberties that non-fiction lacks. For one, as 
opposed to journalists, satirists can ridicule public figures by inventing things without being 
sued for libel. In this respect, legal counselling typically advises satirists to emphatically 
highlight the fictional context of their satire, in order to avoid accusations of factual 
misrepresentation (RCFP Staff 2017; Ryan 2003; Greenwald 2002). Moreover, satirists have 
greater freedoms than journalists to openly commit to moral judgement. If sued for libel, 
satirists can easily defend themselves by claiming their ridicule was a さa;ｷヴ IﾗﾏﾏWﾐデざ 
(Moloney 2006, 8; BBC Staff 1999ぶ ﾗヴ さｴﾗﾐWゲデ ﾗヮｷﾐｷﾗﾐざ ふPヴｷIW ヲヰヱンぶく A ゲｷﾏｷﾉ;ヴ ﾉｷﾐW ﾗa 
defence is available to journalists, but typically only in demarcated contexts like an editorial 
or op-ed piece, which disavow factual truthfulness. Furthermore, even in these special 
contexts, journalists cannot similarly exploit the liberties of invented scenarios or loose talk 
to pass moral judgement in the same way as satirists. Case in point, although the satirical 
cartoons and comics journalism of Matt Bors often express the same criticism of 
conservative politics, they do so in significantly different ways. 
In conclusion, although the distinction between fiction and non-fiction is often porous in 
satire, common classification as fiction affords the genre certain liberties which would be 
considered problematic in a non-fictional context. As fiction, satire not only has a greater 
license to pursue entertainment for its own sake, but, perhaps paradoxically, it is also able 
to exploit certain imaginative and creative techniques in the service of truth more freely 
than non-fiction. However, such use of imaginative and creative techniques is likely to be 
restricted for good reasons in non-fiction. Specifically, even though these techniques 
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associated with fiction do not necessarily compromise truthfulness, they can generate 
ｷﾏヮヴWIｷゲｷﾗﾐが ｷa ﾐﾗデ SWIWヮデｷﾗﾐく T;ﾆW MｷIｴ;Wﾉ MﾗﾗヴWげゲ Fahrenheit 9/11 (2004), a hybrid 
documentary-satire about the presidency of George W. Bush and The War on Terror. While 
its status as a documentary classifies Fahrenheit 9/11 as non-fiction, the work also exploits 
IヴW;デｷ┗W ;ﾐS ｷﾏ;ｪｷﾐ;デｷ┗W デWIｴﾐｷケ┌Wゲ ;ゲゲﾗIｷ;デWS ┘ｷデｴ ゲ;デｷヴWげゲ aヴWWSﾗﾏゲ ;ゲ aｷIデｷﾗﾐく YWデが 
whereas a news parody like The Daily Show can afford some degree of creative 
ﾏ;ﾐｷヮ┌ﾉ;デｷﾗﾐ ┘ｴWﾐ ヴｷSｷI┌ﾉｷﾐｪ ヮ┌HｷI aｷｪ┌ヴWゲが デｴW ヮヴﾗHﾉWﾏ;デｷI ヴWIWヮデｷﾗﾐ ﾗa MﾗﾗヴWげゲ 
documentary highlighted that Fahrenheit 9/11 could not. Even on the left, Fahrenheit 9/11 
was harshly criticised for misrepresenting factual information in order to ヮヴﾗﾏﾗデW MﾗﾗヴWげゲ 
partisan agenda (Hitchens 2004). A ゲヮWIｷaｷI;ﾉﾉ┞ IﾗﾐデWゲデWS ゲIWﾐW ┘;ゲ MﾗﾗヴWげゲ ┌ゲW ﾗa IヴW;デｷ┗W 
editing to make Bush appear ineffectual when informed during a classroom visit about the 
attack on the second WTC tower. By contrast, those present actually considered his 
behaviour as composed in extremely difficult circumstances (Padgett 2011). Crucially, 
whereas similar use of creative editing is a staple of news parodies like The Daily Show, it is 
considered much more problematic in the non-fiction context of a documentary.  
The liberties afforded by fiction do not entail that a satire like The Daily Show can indulge in 
factual misrepresentation because it is broadcast on Comedy Central and not CNN. Instead, 
the point is that because it is presented in a fictional context, The Daily Show has greater 
liberties to express moral judgement by exploiting creative and imaginative techniques than 
the non-fictional Fahrenheit 9/11. In this respect, although fiction can be truthful, 
classification of a work as non-fiction nonetheless imposes more stringent stipulations in 
the service of safeguarding truth, including restrictions on manipulations through creative 
and imaginative techniques. These creative and imaginative techniques do not necessarily 
compromise truthfulness, but do introduce a higher risk of imprecision and deception than 
the methods associated with non-fiction. Moreover, when subjected to the scrutiny 
customary in non-fiction contexts, use of such creative and imaginative techniques may 
prove less than cognitively robust, as the reception of Fahrenheit 9/11 reveals. This issue is 
further accentuated by the advice in legal contexts that even though satirists can beat libel 
;II┌ゲ;デｷﾗﾐゲ H┞ さヮヴﾗ┗ｷﾐｪ ┘ｴ;デ デｴW┞ ゲ;ｷS ┘;ゲ デヴ┌W ふぐぶ ぷ┘へｷデｴ ゲ;デｷヴW ;ﾐS IﾗﾏWS┞ に which often 
rely on exaggeration に デｴｷゲ ｷゲ ゲﾗﾏWデｷﾏWゲ SｷaaｷI┌ﾉデざ (BBC Staff 1999). In other words, 
although the intuition that satire cannot be truthful because it is (typically) fiction is naïve, 
it is legitimate to be concerned that the freedoms of fiction, including loose talk, invented 
content and creative manipulation, have a higher risk of compromising truthfulness than 
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the techniques associated with non-fiction. In what follows now, I will further substantiate 
these ideas by introducing some philosophical perspectives on fiction.  
4. PHILOSOPHICAL PERSPECTIVES ON FICTION 
The ideas about truthfulness in fiction developed above correspond to a contextual 
understanding of fiction. As opposed to essentialism, contextualism about fiction rejects 
necessary and sufficient conditions that would distinguish a fictional from a non-fictional 
work. Instead, the difference is contingent on contextual and historical factors, including 
practices surrounding the publication, reception or promotion of works. My defence of 
contextualism about fiction is modelled on a proposal by Stacie Friend (2012), which 
ゲデｷヮ┌ﾉ;デWゲ デｴ;デ デｴW ﾉ;HWﾉゲ けaｷIデｷﾗﾐげ ;ﾐS けﾐﾗﾐ-aｷIデｷﾗﾐげ ｴ;┗W ; a┌ﾐIデｷﾗﾐ ;ﾆｷﾐ デﾗ ｪWﾐヴW 
classifications. As a caveat, Friend does explain that fiction and non-fiction are perhaps best 
understood as さゲ┌ヮWヴ-ｪWﾐヴWゲざ ﾗヴ さHヴﾗ;SWヴ I;デWｪﾗヴｷWゲ ｷﾐデﾗ ┘ｴｷIｴ ﾗデｴWヴ ｪWﾐヴWゲ a;ﾉﾉざ ふヲヰヱヲが 
181). For this reason, I doubt that fiction and non-fiction are strictly speaking the same kind 
of category as ordinary genres like documentary, or, for that matter, satire. Regardless, I do 
WﾐSﾗヴゲW デｴW IﾗヴW ﾗa FヴｷWﾐSげゲ ヮヴﾗヮﾗゲ;ﾉ デｴ;デが ﾉｷﾆW W;ﾉデﾗﾐｷ;ﾐ I;デWｪﾗヴｷWゲ ﾗa ;ヴデが Iﾉ;ゲゲｷaｷI;デｷﾗﾐ ;ゲ 
fiction or non-aｷIデｷﾗﾐ さゲｴ;ヮWゲ ﾗ┌ヴ ヮヴ;IデｷIWゲ ﾗa ┌ﾐSWヴゲデ;ﾐSｷﾐｪ ;ﾐS W┗;ﾉ┌;デｷﾐｪ ヮ;ヴデｷI┌ﾉ;ヴ 
┘ﾗヴﾆゲざ (2012, 179). In other words, whether a work is classified as fiction or non-fiction 
introduces expectations that guide interpretation and appreciation (2012, 200-201). In this 
respect, the idea introduced above is that common classification of satire as fiction permits 
greater creative and imaginative freedoms than classification as non-fiction.  
Contextualism about fiction opposes the idea that fiction and non-fiction are essentially 
distinguished by a difference in communicative intentions and mental states. By contrast, 
orthodox essentialism stipulates that successful fictional communication requires an 
audience to recognise the intention of an author to make-believe or imagine the 
communicated content (Currie 1990, 25). More specifically, Gregory Currie proposed to 
distinguish fictive utterances, or speech acts which invite make-belief, from assertions, 
┘ｴｷIｴ ｷﾐ┗ｷデW HWﾉｷWa ふヱΓΓヰが ヲヱぶく Aデ デｴW ゲ;ﾏW デｷﾏWが C┌ヴヴｷWげゲ aｷIデｷ┗W ┌デデWヴ;ﾐIW デｴWﾗヴ┞ 
acknowledges that works of fiction, as well as non-fiction, commonly combine utterances 
that invite make-belief with others that invite belief (2014, 353). On this proposal, Arthur 
Conan Doyle intends his audience to make-believe that Sherlock Holmes is a detective who 
lives on 221B Baker Street, but also believe that London is the capital of England. Similarly, 
in the docuseries Cosmos: A Spacetime Odyssey (FOX/National Geographic 2014), Neil 
deGrasse Tyson intends audiences to believe his assertions about the empirical world, while 
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make-believe that he is physically デヴ;┗Wﾉﾉｷﾐｪ デｴヴﾗ┌ｪｴ デｴW ┌ﾐｷ┗WヴゲW ｷﾐ ; けゲヮ;IWゲｴｷヮ ﾗa デｴW 
ｷﾏ;ｪｷﾐ;デｷﾗﾐげく NW┗WヴデｴWﾉWゲゲが C┌ヴヴｷWげゲ ﾗヴｷｪｷﾐ;ﾉ ヮヴﾗヮﾗゲ;ﾉ SﾗWゲ Wﾐデ;ｷﾉ デｴ;デ Iﾉ;ゲゲｷaｷI;デｷﾗﾐ ﾗa ; 
work as fiction or non-aｷIデｷﾗﾐ ゲ┌ヮWヴ┗WﾐWゲ ﾗﾐ ｷデゲ さｷﾐデWﾐデｷﾗﾐ;ﾉ ヮヴﾗaｷﾉWざ ふC┌ヴヴｷW ヲヰヱヴが ンヵンぶく Iﾐ 
other words, thW ゲ┌ﾏ デﾗデ;ﾉ ﾗa ;ﾐ ;┌デｴﾗヴげゲ Iﾗﾏﾏ┌ﾐｷI;デｷ┗W ｷﾐデWﾐデｷﾗﾐゲ aｷ┝Wゲ ; ┘ﾗヴﾆげゲ 
classification as fiction or non-fiction. For this reason, the fictive utterance theory faces the 
problem that both works of fiction and non-fiction typically consist of a patchwork of fictive 
and non-fictive utterances and accordingly solicit a mix of make-belief (or imagination) and 
belief to their content (Friend 2011, 167). In response, fictive utterance theorists must 
prove that the intentional profile of a work nonetheless essentially demarcates fiction from 
non-fiction.  
One intentionalist approach to the patchwork problem is simply to deny it by arguing that 
truth in fiction is irrelevant to its appreciation, which entails adopting a fictive stance and 
imagine the content of a work (Lamarque and Olsen 1994, 60). However, this proposal 
a;ﾉデWヴゲく Aゲ SｷゲI┌ゲゲWSが ;ヮヮヴWIｷ;デｷﾗﾐ ﾗa M;デデ Bﾗヴゲげゲ ゲ;デｷヴｷI;ﾉ I;ヴデﾗﾗﾐ depends on the belief 
that the reported decision of the Alabama Senate is real and likely to have morally 
undesirable consequences. Another response available to intentionalists is that fiction 
distinguishes itself from non-fiction because its content can only be accidentally true, in the 
sense that true propositions in fiction do not display counterfactual dependence on the 
facts (Currie ヱΓΓヰが ヴΑぶく YWデが Bﾗヴゲげゲ ヴWヮﾗヴデ ;Hﾗ┌デ デｴW “Wﾐ;デWげゲ SWIｷゲｷﾗﾐ ｷゲ ﾐﾗデ ;IIｷSWﾐデ;ﾉﾉ┞ 
true, since we can reasonably assume he intended his representation to have remained 
truthful if the facts had been different. Another intentionalist response is that the kind of 
make-belief or imagination invited in fiction is categorically different than in non-fiction. 
Nevertheless, one proposal that propositions in works of fiction can invite beliefs as long as 
these are necessarily connected to propositions that do not invite belief (Stock 2011) has 
been dismissed as insufficiently distinguishing fiction from non-fiction (Friend 2011). Case in 
ヮﾗｷﾐデが ゲｷﾏｷﾉ;ヴ デﾗ Bﾗヴゲげ aｷIデｷﾗﾐ;ﾉ I;ヴデﾗﾗﾐが deGrasse Tyson combines assertions with 
propositions that do not invite belief in the non-fictional Cosmos, including alternative 
scenarios about the development of the universe. Likewise, the proposal that, as opposed 
to non-aｷIデｷﾗﾐが さｷﾏ;ｪｷﾐ;デｷﾗﾐ ｷﾐ┗ﾗﾉ┗WS ｷﾐ ﾗ┌ヴ Wﾐｪ;ｪWﾏWﾐデ ┘ｷデｴ aｷIデｷﾗﾐゲ ｷゲ ; ヴｷIｴWヴ ;デデｷデ┌SW 
than the mere entertaining of proposiデｷﾗﾐゲざ ｷゲ ヴWa┌デWS H┞ デｴW ヴｷIｴﾐWゲゲ ﾗa デｴW Iﾗﾏヮ┌デWヴ-
generated imagery guiding imagination in non-fictional examples like Cosmos (García-
Carpintero 2013, 350, note 54). 
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Perhaps the strongest intentionalist proposal to overcome the patchwork problem is David 
D;┗ｷWゲげ ヴW┗ｷゲWS ┗Wヴゲｷﾗﾐ ﾗa デｴW aｷIデｷ┗W ┌デデWヴ;ﾐIW デｴWﾗヴ┞く AIIﾗヴSｷﾐｪ デﾗ D;┗ｷWゲが さa narrative is 
fictional just in case (1) it is the product of an act, or acts, of fictive utterance that 
prescribes making-believe a fictive content of a real setting, and (2) the over-riding 
Iﾗﾐゲデヴ;ｷﾐデ ﾗﾐ デｴW Iﾗﾐゲデヴ┌Iデｷﾗﾐ ﾗa デｴW ﾐ;ヴヴ;デｷ┗W ｷゲ ﾐﾗデ デｴW けaｷSWﾉｷデ┞ Iﾗﾐゲデヴ;ｷﾐデげざ ふヲヰヱヵが ヴヴぶく 
TｴW aｷヴゲデ ヮ;ヴデ ﾗa D;┗ｷWゲげゲ ヮヴﾗヮﾗゲ;ﾉ ゲデｷヮ┌ﾉ;デWゲ デｴ;デ ;ﾐ ;┌デｴﾗヴ ヮヴWゲIヴｷHWゲ ﾏ;ﾆW-belief only of 
the fictive content of a narrative, say, that Holmes is a detective, as opposed to its real 
setting, in this case, London. The second part stipulates that fiction, say, a biopic, as 
opposed to non-aｷIデｷﾗﾐが ﾉｷﾆW ; Hｷﾗｪヴ;ヮｴ┞が ｷゲ ﾐﾗデ ｪﾗ┗WヴﾐWS H┞ デｴW Iﾗﾐゲデヴ;ｷﾐデ さﾗﾐ デｴW 
ﾐ;ヴヴ;デﾗヴげゲ ヮ;ヴデが デﾗ HW a;ｷデｴa┌ﾉ デﾗ デｴW ﾏ;ﾐﾐWr which she takes actual events to have 
デヴ;ﾐゲヮｷヴWSざ ふヲヰヱヵが ヴヰぶく Aデ デｴW ゲ;ﾏW デｷﾏWが D;┗ｷWゲ ;Iﾆﾐﾗ┘ﾉWSｪWゲ デｴ;デ Hﾗデｴ ┘ﾗヴﾆゲ ﾗa aｷIデｷﾗﾐ 
and non-fiction can contain fictional narratives (2015, 50-51). His proposal tries to bridge 
this explanatory gap between fictiﾗﾐ;ﾉ ﾐ;ヴヴ;デｷ┗Wゲ ;ﾐS ┘ﾗヴﾆゲ ﾗa aｷIデｷﾗﾐ ﾗﾐ デｴW H;ゲｷゲ ﾗa さデｴW 
relative place accorded to a fictional narrative in the structural organization of the 
WﾉWﾏWﾐデゲ ﾏ;ﾆｷﾐｪ ┌ヮ デｴW ┘ﾗヴﾆざ ふD;┗ｷWゲ ヲヰヱヵが ヵヴが ﾗヴｷｪｷﾐ;ﾉ Wﾏヮｴ;ゲｷゲぶく “ヮWIｷaｷI;ﾉﾉ┞が ｷa ; 
aｷIデｷﾗﾐ;ﾉ ﾐ;ヴヴ;デｷ┗W さゲWヴ┗e[s] to illustrate, clarify or amplify something asserted within the 
┘ﾗヴﾆざ ｷデ ｷゲ ; ┘ﾗヴﾆ ﾗa ﾐﾗﾐ-aｷIデｷﾗﾐが ┘ｴWヴW;ゲ ┘ｴWﾐ さ┘ｴ;デ ｷゲ ;ゲゲWヴデWS ┘ｷデｴｷﾐ デｴW ┘ﾗヴﾆ ゲWヴ┗Wぷゲへ 
デﾗ Iﾉ;ヴｷa┞ ﾗヴ IﾗﾏﾏWﾐデ ﾗﾐ デｴW aｷIデｷﾗﾐ;ﾉ ﾐ;ヴヴ;デｷ┗Wざが ｷデ ｷゲ aｷIデｷﾗﾐ ふD;┗ｷWゲ ヲヰヱヵが ヵヴぶく Hﾗ┘W┗Wヴが 
while this proposal has philosophical plausibility, it is problematised by actual examples. 
CﾗﾐIヴWデWﾉ┞が ;ﾉデｴﾗ┌ｪｴ Bﾗヴゲげゲ I;ヴデﾗﾗﾐ ｷﾐデヴﾗS┌IWS ;Hﾗ┗W ｷゲ aｷIデｷﾗﾐ;ﾉが ｷデゲ aｷIデｷ┗W IﾗﾐデWﾐデ ｷゲ 
developed in the service of an assertion about legislative changes in Alabama, not the other 
way around.  
In response, a fictive utterance theorist like Davies may decide to bite the bullet and classify 
Bﾗヴゲげゲ ゲ;デｷヴｷI;ﾉ I;ヴデﾗﾗﾐ ;ゲ ﾐﾗﾐ-fiction. Yet, such classification would be counterintuitive, not 
only because it contrasts with acデ┌;ﾉ ヮヴ;IデｷIWゲ ﾗa Iﾉ;ゲゲｷaｷI;デｷﾗﾐが H┌デ ;ﾉゲﾗ Bﾗヴゲげゲ ｷﾐデWﾐデｷﾗﾐ aﾗヴ 
the work to be classified as fiction, highlighted by stylistic choices which distinguish his 
satire from his non-aｷIデｷﾗﾐ;ﾉ IﾗﾏｷIゲ ﾃﾗ┌ヴﾐ;ﾉｷゲﾏく Iﾐ デｴｷゲ ヴWゲヮWIデが FヴｷWﾐS ;ヴｪ┌Wゲ デｴ;デ さぷｷへﾐ 
attempting to distinguish between fiction and non-fiction, we should consider, not how the 
parts of a work add up to the whole, but instead how the whole work is embedded in a 
ﾉ;ヴｪWヴ IﾗﾐデW┝デぎ ｷﾐ ヮ;ヴデｷI┌ﾉ;ヴが デｴW ヮヴ;IデｷIWゲ ﾗa ヴW;Sｷﾐｪが ┘ヴｷデｷﾐｪが ヮ┌Hﾉｷゲｴｷﾐｪが ;ﾐS ゲﾗ ﾗﾐざ (2011, 
ヱΑヵき ゲWW ;ﾉゲﾗ ヲヰヱヲが ヱΒΑぶく MﾗヴWﾗ┗Wヴが ゲｴW ;SSゲ デｴ;デ さｷデ ｷゲ デｴW ｷﾐデWﾐデｷﾗﾐ デｴ;デ ; ┘ﾗヴﾆ HWﾉﾗﾐｪ ｷﾐ 
a particular category, along with contemporary practices regarding categorization, that 
helps to determine classificationねnot the intention that certain parts of a work be believed 
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ﾗヴ ｷﾏ;ｪｷﾐWSざ ふFヴｷWﾐS ヲヰヱヲが ヲヰンき ゲWW ;ﾉゲﾗ ヲヰヰΒが 164ぶく AIIﾗヴSｷﾐｪﾉ┞が FヴｷWﾐSげゲ IﾗﾐデW┝デ┌;ﾉｷゲﾏ 
ゲデｷヮ┌ﾉ;デWゲ デｴ;デ さぷデへｴW WaaWIデゲ ﾗa ｪWﾐヴW Iﾉ;ゲゲｷaｷI;デｷﾗﾐ ;ヴW ﾐﾗデ ;ゲ ゲｷﾏヮﾉW ;ゲ ; ゲデヴ;ｷｪｴデ SｷIｴﾗデﾗﾏ┞ 
between belief/non-fiction and imagining/ficデｷﾗﾐざ ふヲヰヱヱが ヱΑヶき ゲWW ;ﾉゲﾗ ヲヰヱヶが Βぶく TｴWゲW 
conclusions have come to be endorsed by at least some fictive utterance theorists, 
including Currie, who has conceded that デｴWヴW ;ヴW ｷﾐSWWS さa;Iデﾗヴゲ デｴ;デ IﾗﾐデヴｷH┌デW デﾗ 
weighting decisions [about fiction and non-fiIデｷﾗﾐへ ┘ｴｷIｴ ;ヴW ﾐﾗデ SWデWヴﾏｷﾐWS H┞ ;ﾐ ;┌デｴﾗヴげゲ 
ｷﾐデWﾐデｷﾗﾐゲざ ふヲヰヱ4, 359). Similar to Friend (2012, 187-8), Currie therefore concludes that 
さぷ┘へW ﾏ;┞ Iﾗﾐデｷﾐ┌W デﾗ ｷﾐゲｷゲデ デｴ;デ Iﾗﾏﾏ┌ﾐｷI;デｷ┗W ｷﾐデWﾐデｷﾗﾐゲ IﾗﾐデヴｷH┌デWが ｷﾐ ゲﾗﾏW ┘;┞が デﾗ 
fictional status, but that is a Iﾗﾏヮ;ヴ;デｷ┗Wﾉ┞ ┌ﾐｷﾐデWヴWゲデｷﾐｪ Iﾉ;ｷﾏざ (Currie 2014, 361). In other 
words, granted there are fictive utterances or even narratives, they do not essentially 
determine the classification of a work as fiction. 
The upshot of the contextualist proposal is that there is no essential difference between 
mental states associated with fictional and non-fictional representations. Indirectly, this 
IﾗﾐIﾉ┌ゲｷﾗﾐ ┘;ゲ ;ﾉヴW;S┞ ;ﾐデｷIｷヮ;デWS H┞ KWﾐS;ﾉﾉ W;ﾉデﾗﾐげゲ デｴWﾗヴ┞ ﾗa aｷIデｷﾗﾐ ふヱΓΓヰぶく Iデ ┘;ゲ 
Walton who introduced the idea that fiction involves a mandate to imagine propositional 
content (although he denied that mandate was governed by communicative intentions). 
YWデが W;ﾉデﾗﾐげゲ IﾗﾐIWヮデ ﾗa けaｷIデｷﾗﾐげ ﾐW┗Wヴ IﾗヴヴWゲヮﾗﾐSWS デﾗ ﾗヴSｷﾐ;ヴ┞ Iﾉ;ゲゲｷaｷI;デﾗヴ┞ ヮヴ;IデｷIWゲく 
Instead, both Stacie Friend (2012, 182; 2008, 154) and Derek Matravers (2014, 18-19) have 
ｴｷｪｴﾉｷｪｴデWS デｴ;デ W;ﾉデﾗﾐ ｷﾐデヴﾗS┌IWS aｷIデｷﾗﾐ ;ゲ ; ゲ┞ﾐﾗﾐ┞ﾏ ﾗa さヴWヮヴWゲWﾐデ;デｷﾗﾐざ ふWalton 1990, 
ンぶく “ｷｪﾐｷaｷI;ﾐデﾉ┞ ┌ヮS;デｷﾐｪ W;ﾉデﾗﾐげゲ ヮヴﾗヮﾗゲ;ﾉが デｴW┞ ｴ;┗W Sヴ;┘ﾐ ﾗﾐ IﾗﾐデWﾏヮﾗヴ;ヴ┞ ヴWゲW;ヴIｴ ｷﾐ 
psychology to argue that all representation involves the same kind of cognitive processing 
in the form of constructing a situation model or mental model (Friend 2008, 156-157; 2016, 
3; Matravers 2014, 63ff). Specifically, when processing a representation, we construct a 
mental model of its content which is compartmentalised and not directly integrated in our 
structures of belief. Irrespective of whether this process is adequately identified as 
involving imagination (Friend 2008, 156; see also 2016, 3) or not (Matravers 2014, 59ff), the 
process of selecting information from this mental model and incorporating it into our pre-
existing structures of belief is fundamentally the same in the case of fictional and non-
fictional representations. Iﾐ デｴｷゲ ヴWゲヮWIデが FヴｷWﾐS ｴ;ゲ ;ヴｪ┌WSが さthere is no epistemic 
difference in kind between fiction and non-aｷIデｷﾗﾐざ ふヲヰヱヴが ヲンヲが ﾗヴｷｪｷﾐ;ﾉ Wﾏヮｴ;ゲｷゲぶく 
The epistemic sameness of fiction and non-fiction is further supported by the relevance 
theory of communication (Wilson and Sperber 2012). According to Deirdre Wilson and Dan 
Sperber, human cognition is a system that sets out to maximise cognitive benefits (2002, 
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601). Human cognition therefore scans the environment for inputs which are maximally 
ヴWﾉW┗;ﾐデ ﾗヴ ┘ﾗヴデｴ┘ｴｷﾉW デﾗ ヮヴﾗIWゲゲ ｷﾐ デWヴﾏゲ ﾗa さW┝ヮWIデWS IﾗゲデっHWﾐWaｷデ ヴ;デｷﾗざ ふWｷﾉゲﾗﾐ ;ﾐS 
Sperber 2002, 601). In the domain of human communication, specifically, Sperber and 
Wｷﾉゲﾗﾐ W┝ヮﾉ;ｷﾐ デｴ;デ さ;ﾐ ｷﾐヮ┌デざ ｷゲ さヴWﾉW┗;ﾐデ ﾗﾐﾉ┞ ｷa デｴW ﾗ┌デヮ┌デ ﾗa ｷデゲ Iﾗｪﾐｷデｷ┗W ヮヴﾗIWゲゲｷﾐｪ ふぐぶ 
ﾉW;Sぷゲへ デﾗ Iﾗｪﾐｷデｷ┗W ｪ;ｷﾐゲざ ふヱΓΓヶが ヲヶヵぶく TｴWヴW are many such cognitive gains in various 
contexts. In some circumstances, a piece of communication is relevant because one seeks 
さデﾗ HW ;ﾏ┌ゲWSざが ┘ｴWヴW;ゲ ｷデ ﾏ;┞ ﾐﾗデ HW ヴWﾉW┗;ﾐデ ｷa ﾗﾐW ゲWWﾆゲ デﾗ HW ｷﾐaﾗヴﾏWS ふWｷﾉゲﾗﾐ ;ﾐS 
Sperber 2002, 601). Nonetheless, even though cognitive gains are varied, Sperber and 
Wｷﾉゲﾗﾐ ヮヴｷﾏ;ヴｷﾉ┞ ;ゲゲﾗIｷ;デW デｴWﾏ ┘ｷデｴ さepistemic improvement, i.e. an increase in 
ﾆﾐﾗ┘ﾉWSｪWざ ふヱΓΓヶが ヲヶヶぶく Iﾐ デｴｷゲ ヴWゲヮWIデが デｴW┞ W┝ヮﾉ;ｷﾐ that さrelevance has to do with 
considerations of cognitive efficiency, and the notion of cognitive efficiency cannot be 
divorced from that of truth. The function of a cognitive system is to deliver knowledge, not 
a;ﾉゲW HWﾉｷWaゲざ ふヱΓΓヶが ヲヶンぶく Cヴ┌Iｷ;ﾉﾉ┞が ｷﾐ ﾉｷｪｴデ ﾗa デｴW WヮｷゲデWﾏｷI ゲ;ﾏWﾐWゲゲ ﾗa aｷIデｷﾗﾐ ;ﾐS ﾐﾗﾐ-
fiction, Wilson and Sperber highlight that an input which obtains relevance because it 
produces an output of epistemic improvement need not itself be literally or factually true 
(2002, 628).  
Iﾐ デｴｷゲ ヴWゲヮWIデが デｴW ヴWﾉW┗;ﾐIW デｴWﾗヴ┞ ヮヴﾗ┗ｷSWゲ ;ﾐ ｷﾏヮﾗヴデ;ﾐデ ┌ヮS;デW デﾗ P;┌ﾉ GヴｷIWげゲ ｷSW;ゲ 
about human communication. According to Gricean pragmatics, communication is 
ｪﾗ┗WヴﾐWS H┞ ﾏ;┝ｷﾏゲが ﾗa ┘ｴｷIｴ デｴW ﾏ;┝ｷﾏ ﾗa ケ┌;ﾉｷデ┞ ふけHW デヴ┌デｴa┌ﾉげぶ ｷゲ considered the most 
important (Wilson and Sperber 2002, 585). It follows from the maxim of quality that 
speakers must not say what they believe is false, which problematises the use of loose talk 
and figurative speech, including metaphors or exaggerations, because these are literally 
false. Gricean pragmatics considers such exceptions which flout the maxim of quality as 
governed by the rules of conversational implicature, which guide audiences to infer 
communicative meaning. However, since such so-called exceptions are very common, 
Wilson and Sperber have dismissed that human communication is governed by the 
supermaxim of quality (2002, 593). According to Wilson and Sperber, さ┘ｴWヴW ｴW;ヴWヴゲ ;ヴW 
ｷﾐデWヴWゲデWS ｷﾐ デヴ┌デｴ ふぐぶ ぷデｴW┞へ Sﾗ ﾐﾗデ W┝ヮWIデ ┌デデWヴ;ﾐIWゲ デﾗ HW ﾉｷデWヴ;ﾉﾉ┞ デヴ┌Wざ ふヲヰヰヲが ヶヰヱぶく 
Specifically, the relevance theory prescribes that a particular communicative utterance 
さ┘ｷデｴ ぷｷデゲへ ﾉｷﾐｪ┌ｷゲデｷI ﾏW;ﾐｷﾐｪ ｷゲ W┝ヮWIデWS デﾗ ヮヴﾗ┗ｷSW ; ヴWﾉW┗;ﾐデ ヮｷWIW ﾗa W┗ｷSWﾐIW ;ﾐS ; ヮﾗｷﾐデ 
ﾗa SWヮ;ヴデ┌ヴW aﾗヴ ｷﾐaWヴヴｷﾐｪ デｴW ゲヮW;ﾆWヴげゲ ﾏW;ﾐｷﾐｪざ ふWｷﾉゲﾗﾐ ;ﾐS “ヮWヴHWヴ ヲヰヰヲが ヶヲΒが ﾗヴｷｪｷﾐ;ﾉ 
Wﾏヮｴ;ゲｷゲぶく Iﾐ デｴｷゲ ヴWｪ;ヴSが Wｷﾉゲﾗﾐ ;ﾐS “ヮWヴHWヴ ゲヮWIｷa┞ デｴ;デ さぷﾉへｷデWヴal, loose, and figurative 
interpretations are arrived at in the same way, by constructing an interpretation which 
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satisfiWゲ デｴW ｴW;ヴWヴげゲ W┝ヮWIデ;デｷﾗﾐゲ ﾗa ヴWﾉW┗;ﾐIWざ ふヲヰヰヲが ヵΓΓぶく Iﾐ ﾗデｴWヴ ┘ﾗヴSゲが ヮ;IW GヴｷIWが 
さ;ﾉﾉ ┌デデWヴ;ﾐIWゲ に literal, loose or figurative に ふぐ) are approached with expectations of 
ヴWﾉW┗;ﾐIW ヴ;デｴWヴ デｴ;ﾐ デヴ┌デｴa┌ﾉﾐWゲゲざ ふWｷﾉゲﾗﾐ ;ﾐS “ヮWヴHWヴ ヲヰヰヲが ヵヵΓぶく Cヴ┌Iｷ;ﾉﾉ┞が Wｷﾉゲﾗﾐ ;ﾐS 
“ヮWヴHWヴ ｴ;┗W ;ヴｪ┌WS デｴ;デ デｴWゲW さヴWﾉW┗;ﾐIW-oriented inferential processes are efficient 
enough to allow for a much greater slack HWデ┘WWﾐ ぷﾉｷデWヴ;ﾉへ ゲWﾐデWﾐIW ﾏW;ﾐｷﾐｪ ;ﾐS ゲヮW;ﾆWヴげゲ 
ﾏW;ﾐｷﾐｪ デｴ;ﾐ ｷゲ ｪWﾐWヴ;ﾉﾉ┞ ;ゲゲ┌ﾏWSざ ふヲヰヰヲが ヶヰヰぶく 
The relevance theory offers additional support for the claim that human beings can infer 
true knowledge from communicative cues which are not literally or factually true, including 
such staples of fiction as loose talk, figurative speech and invented scenarios. Concretely, 
“ヮWヴHWヴ ;ﾐS Wｷﾉゲﾗﾐ Iﾉ;ｷﾏ デｴ;デ さぷ┘へｴWﾐ ┞ﾗ┌ ｴW;ヴ ; ヮ;ヴ;HﾉWが ﾗヴ ヴW;S War and Peace, you may 
gain insight, through some form of analogical thinking, into yourself, your life, and the 
┘ﾗヴﾉS ;ゲ デｴW┞ ;ヴWざ ふヱΓΓヶが ヲヶヵぶく Fﾗヴ デｴｷゲ ヴW;ゲﾗﾐが デｴW┞ IﾗﾐIﾉ┌SW デｴ;デ さぷｷへa ﾗﾐﾉ┞ デヴ┌W ｷﾐヮ┌デゲ 
were relevant [for epistemic improvements], we would have to say such fictions were 
irrelevant. If truth of the output is what ﾏ;デデWヴゲが デｴWﾐ aｷIデｷﾗﾐゲ I;ﾐ HW ヴWﾉW┗;ﾐデ ;aデWヴ ;ﾉﾉざ 
(Sperber and Wilson 1996, 265). Specifically, Nicholas Diehl (2013) has developed the 
importance of analogical thinking to infer truth from satireく AIIﾗヴSｷﾐｪ デﾗ DｷWｴﾉが さゲ;デｷヴW 
commonly uses analogy to establish a relationship between the fictional representation and 
the real-┘ﾗヴﾉS デ;ヴｪWデ ﾗa デｴW ゲ;デｷヴWざ ふヲヰヱンが ンヱンぶく DｷWｴﾉ a┌ヴデｴWヴ W┝ヮﾉ;ｷﾐゲ デｴ;デ デｴW ゲ;デｷヴｷI;ﾉ 
Iヴｷデｷケ┌W ｷﾐ ゲ┌Iｴ ｷﾐゲデ;ﾐIWゲ SWヮWﾐSゲ ﾗﾐ Iﾗﾐデｷﾐ┌ｷﾐｪ デｴW ;ﾐ;ﾉﾗｪ┞ HWデ┘WWﾐ さぷデへｴW aｷIデｷﾗﾐ;ﾉ 
representation [which] is deserving of criticism mざ ;ﾐS さぷデへｴW ヴW;ﾉ-world target [which] is 
deserving of criticism mざ ふヲヰヱンが ンヱンぶく Iﾐ デｴｷゲ ﾏ;ﾐﾐWヴが ゲ;デｷヴW I;ﾐ さaﾗヴﾏ ;ﾐ ;ヴｪ┌ﾏWﾐデ H┞ 
;ﾐ;ﾉﾗｪ┞ ┘ｷデｴ ; ﾐﾗヴﾏ;デｷ┗W IﾗﾐIﾉ┌ゲｷﾗﾐ ;Hﾗ┌デ デｴW ;Iデ┌;ﾉ ┘ﾗヴﾉSざ ふDｷWｴﾉ ヲヰヱンが ンヱンぶく DｷWｴﾉ 
substantiates his argument by discussing A Modest Proposal, in which the immorality of the 
proposal to alleviate famine in Ireland by eating children is analogous to the immoral 
altitude of English absentee landlords to the precarity endured by their tenants.  
In conclusion, philosophical discussion so far has highlighted the epistemic sameness of 
engagement with fiction and non-fiction. In other words, there is no essential difference 
between mental states involved in fiction and non-fiction, specifically along the lines of a 
distinction between belief and make-belief. For this reason, it may seem tempting to claim, 
as Derek Matravers does, that さぷデへｴW デヴ;Sｷデｷﾗﾐ;ﾉ SｷゲデｷﾐIデｷﾗﾐが HWデ┘WWﾐ ヴWヮヴWゲWﾐデ;デｷﾗﾐゲ デｴ;デ 
are fiction and representations that are non-aｷIデｷﾗﾐが ｷゲ WﾐデｷヴWﾉ┞ ┌ﾐｴWﾉヮa┌ﾉざ ふヲヰヱヴが ヴΑぶく 
However, although this proposal makes sense from the perspective of philosophy of mind, 
it does ignore the genuinely different expectations and stipulations introduced through 
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classification of a work as fiction or non-fiction. For one, Stacie Friend suggests that the 
┗Wヴ┞ W┝ｷゲデWﾐIW ﾗa デｴW Iﾉ;ゲゲｷaｷI;デｷﾗﾐ けaｷIデｷﾗﾐげ さｷゲ ;デ ﾉW;ゲt partly explained by the purpose of 
;ﾉﾉﾗ┘ｷﾐｪ ;┌デｴﾗヴゲ デﾗ ┌ゲW デｴWｷヴ IヴW;デｷ┗W ｷﾏ;ｪｷﾐ;デｷﾗﾐゲ デﾗ ﾏ;ﾆW デｴｷﾐｪゲ ┌ヮざ ふヲヰヰΒが ヱΑΒぶく B┞ 
contrast, the classification non-fiction primarily serves to safeguard truthful representations 
of the world. Accordingly, there are all sorts of vetting processes to ensure compliance to 
truth which are standard to non-fiction practices, such as journalism and historiography, 
but which are counter-standard to fiction (Gaut 2005b, 443). Likewise, Matravers himself 
also acknowledges that classification as fiction permits greater liberty to introduce 
representations which serve no further cognitive function than simply entertainment (2014, 
96). Moreover, Matravers further admits that adherence to what David Davies calls the 
fidelity constraint is standard in non-fiction, but counter-standard in fiction (2014, 98). In 
デｴｷゲ ヴWゲヮWIデが M;デヴ;┗Wヴゲ IﾗﾐIﾉ┌SWゲ デｴ;デ さknowing that the author did not obey the fidelity 
Iﾗﾐゲデヴ;ｷﾐデが ヴW;SWヴゲ ;ヴW ﾉWaデ デﾗ aWﾐS aﾗヴ デｴWﾏゲWﾉ┗Wゲざ ;ﾐS ;S┗ｷゲWS さデﾗ W┝WヴIｷゲW ; I;┌デｷous 
ゲIWヮデｷIｷゲﾏざ ふヲヰヱヴが ヱヰヰぶく Tｴ┌ゲが ;ﾉデｴﾗ┌ｪｴ デｴWヴW ｷゲ ﾐﾗ WゲゲWﾐデｷ;ﾉ WヮｷゲデWﾏｷI SｷaaWヴWﾐIW HWデ┘WWﾐ 
fiction and non-fiction, the difference in expectations and stipulations governing both 
classifications does make it more risky to learn from fiction than non-fiction.  
The right response to the cognitive risks of fiction is not to dismiss fictional representations 
as inappropriate vehicles to stimulate learning, but proceed with caution. In this regard, 
while Gregory Currie and Jerrold Levinson acknowledge that fｷIデｷﾗﾐゲ I;ﾐ ゲデｷﾏ┌ﾉ;デW さSﾗ┝;ゲデｷI 
ｷﾏヮヴﾗ┗WﾏWﾐデざ ふヲヰヱΑが ヱヱぶが デｴW┞ ;ﾉゲﾗ ┘;ヴﾐ デｴ;デ さfictions are rather perilous epistemic 
Wﾐ┗ｷヴﾗﾐﾏWﾐデゲ ふぐぶ ┘ｴWヴW デｴW ﾗ┗Wヴﾉ;ヮ HWデ┘WWﾐ ┘ｴ;デ ｷゲ aｷIデｷﾗﾐ;ﾉ ;ﾐS ┘ｴ;デ ｷゲ デヴ┌W ﾏ┌ゲデ ﾗaデWﾐ 
HW ｪ┌WゲゲWS ;デざ ふヲヰヱΑが ヱンぶく Hﾗ┘W┗Wヴが W┗Wﾐ デｴﾗ┌ｪｴ さaiction presents us with relatively more 
SｷaaｷI┌ﾉデ IﾗﾐSｷデｷﾗﾐゲ aﾗヴ ;Iケ┌ｷヴｷﾐｪ ﾆﾐﾗ┘ﾉWSｪWざが FヴｷWﾐS ｴｷｪｴﾉｷｪｴデゲ デｴ;デ さぷ;へ ┗;ヴｷWデ┞ ﾗa 
psychological studies of persuasion suggest that for some kinds of information in fiction we 
are no more careful, and possibly less careful, than with non-aｷIデｷﾗﾐざ ふヲヰヱヴが ヲンヴ-234). Such 
carelessness only increases the epistemic perilousness of fiction. Nevertheless, one way of 
overcoming these perils of carelessness, Friend suggests, is through genre familiarity (see 
also Ichino and Currie [forthcoming], 10; 12 note 25). According to Friend, さit is because of 
ﾏ┞ W┝デWﾐゲｷ┗W a;ﾏｷﾉｷ;ヴｷデ┞ ┘ｷデｴ ぷ; IWヴデ;ｷﾐへ ｪWﾐヴW デｴ;デ I ぷI;ﾐへ SｷゲIヴｷﾏｷﾐ;デW ;ヮヮヴﾗヮヴｷ;デWﾉ┞ざ 
ふヲヰヱヴが ヲヴヴぶく Fﾗヴ デｴｷゲ ヴW;ゲﾗﾐが さデｴW ﾏﾗヴW ゲﾆｷﾉﾉWS ; ヴW;SWヴ ｷゲ ┘ｷデｴ IWヴデ;ｷﾐ ﾆｷﾐSゲ ﾗa ぷaｷIデｷﾗnal] 
┘ﾗヴﾆゲが デｴW ﾏﾗヴW ﾉｷﾆWﾉ┞ ゲｴW ｷゲ デﾗ ;Iケ┌ｷヴW ﾆﾐﾗ┘ﾉWSｪW aヴﾗﾏ デｴﾗゲW ┘ﾗヴﾆゲざ ふFヴｷWﾐS ヲヰヱヴが ヴヴぶく 
Following this suggestion, I now turn to the most important fictional characteristics of satire 
デｴ;デ ｷﾏヮ;Iデ デｴW ｪWﾐヴWげゲ Iﾗｪﾐｷデｷ┗W a┌ﾐIデｷﾗﾐく  
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5. A CAREFUL COGNITIVISM ABOUT SATIRE 
In what follows, I will develop a careful cognitivism about satire in light of its common 
status as fiction. The aim of this investigation is to validate the cognitive value of satire to a 
moral project of critique, without indulging in hyperbﾗﾉｷI ヮヴ;ｷゲW ;Hﾗ┌デ デｴW ｪWﾐヴWげゲ 
extraordinary truth-telling function. As a stepping-stone in the development of my 
;ヴｪ┌ﾏWﾐデが I デ;ﾆW ; ﾉW;S aヴﾗﾏ P;┌ﾉ “ｷﾏﾗﾐげゲ さA “ｷﾏヮﾉW DWゲ┌ﾉデﾗヴ┞ PｴｷﾉｷヮヮｷI ふOヴ Hﾗ┘ I W;ゲ 
‘ﾗHWヴデ MIN;ﾏ;ヴ;げS Iﾐデﾗ “┌Hﾏｷゲゲｷﾗﾐぶざく Iﾐ デｴｷゲ ゲﾗﾐｪが デｴW ヮヴﾗデ;ｪﾗﾐｷゲデ Iﾉ;ｷﾏゲが さI ﾉW;ヴﾐWS デｴW 
デヴ┌デｴ aヴﾗﾏ LWﾐﾐ┞ Bヴ┌IWざく Hﾗ┘W┗Wヴが ｴW SﾗWゲ ﾐﾗデ ヴW;ﾉﾉ┞ ﾏW;ﾐ ｷデく “ｷﾏﾗﾐげゲ ゲﾗﾐｪ ｪWﾐデﾉ┞ ゲ;デｷヴｷゲWゲ 
popular figures and conceptions in the Sixties, amongst them the idea that satire, like Lenny 
Bヴ┌IWげゲが デW;IｴWゲ ┞ﾗ┌ デｴW デヴ┌デｴく PWヴｴ;ヮゲ “ｷﾏﾗﾐげゲ ｷヴﾗﾐｷI ﾏﾗIﾆWヴ┞ ゲｷｪﾐ;ﾉゲ デｴ;デ Iﾉ;ｷﾏゲ ;Hﾗ┌デ 
the cognitive function of satire should be taken with a pinch of salt. That, I take to be 
valuable advice. Still, as far as the song itself has satirical qualities, it does function as a 
valuable stepping-stone towards developing insight about the appropriate expectations 
concerning the truthfulness of satire. Similarly, the position I defend acknowledges that 
good satire can teach non-trivial truths, but highlights that satirical truth is best understood 
as an introduction to an issue that requires further investigation or a particular take which 
needs to be nuanced. Such a cognitive function can be meritorious, but should not be 
overestimated. At the same time, I also caution that satire can deceive. The same fictional 
techniques that generate cognitive value in satire are also the ones responsible for 
cognitive flaws on other occasions.  
My careful cognitivism outlines a moderate position between supporters and detractors of 
ゲ;デｷヴWげゲ Iﾗｪﾐｷデｷ┗W ┗;ﾉ┌Wく Oﾐ ﾗﾐW ｴ;ﾐSが ｷﾐ W;ヴﾉ┞ デ┘WﾐデｷWデｴ-century Germany, Kurt Tucholsky 
Wﾐデｴ┌ゲｷ;ゲデｷI;ﾉﾉ┞ ;ヴｪ┌WS デｴ;デ さぷデへｴW ゲ;デｷヴｷゲデ ｷゲ ;ﾐ ﾗaaWﾐSWS ｷSW;ﾉｷゲデざ ┘ｴﾗ Wﾏヮﾉﾗ┞ゲ さﾏWヴIｷﾉWゲゲ 
デヴ┌デｴざ ｷﾐ ;ﾐ ;デデ;Iﾆ ﾗﾐ さﾏ;ﾉｷIWざ ふヱΓヱΓが ﾏ┞ デヴ;ﾐゲﾉ;デｷﾗﾐぶく “ｷﾏｷﾉ;ヴﾉ┞が “デWヮｴWﾐ Eく KWヴIｴWヴ ;ヴｪ┌Wゲ 
デｴ;デ LWﾐﾐ┞ Bヴ┌IW ;ﾐS ﾗデｴWヴゲ ┘WヴW Sヴｷ┗Wﾐ H┞ ; IﾗﾏﾏｷデﾏWﾐデ デﾗ さHヴ┌デ;ﾉ デヴ┌デｴざ ﾗヴ さデWヴヴｷHﾉW 
ｴﾗﾐWゲデ┞ざ ふヲヰヱヰが ΑΒぶく MﾗヴW ヴWIWﾐデﾉ┞が Jﾗﾐ “デW┘;ヴデげゲ ゲ;デｷヴW ｷﾐ The Daily Show has been praised 
aﾗヴ ヴW┗W;ﾉｷﾐｪ さ; デヴ┌デｴ デｴW ﾏ;ｷﾐゲデヴW;ﾏ ﾏWSｷ; ┘WヴW ﾉ;ヴｪWﾉ┞ ヴWa┌ゲｷﾐｪ デﾗ IﾗﾐゲｷSWヴざ ふB;┞ﾏ ヲヰヱヰが 
167). In particular, during the Presidency of George W. Bush, satire was praised as an 
enlightened response to postmodern media manipulation, now better known as post-truth 
politics (Jones 2010, 168). On the other hand, detractors like Julie Webber have retorted 
デｴ;デ Jﾗﾐ “デW┘;ヴデげゲ ゲ;デｷヴW さSWﾐぷｷWゲへ ﾗHﾃWIデｷ┗ｷデ┞ざ ;ﾐS ｷﾐゲデW;S ﾗaaWヴゲ ;┌SｷWﾐIWゲ さ; Iﾗﾐゲデヴ┌Iデｷﾗﾐ 
of accuracy that they can believW ｷﾐざ ふヲヰヱンが ヱヱΑ-118). Webber further argues that 
さ“デW┘;ヴデげゲ IﾗﾏWS┞ ｷゲ ;ﾐ Wヴゲ;デ┣ aﾗヴﾏ ﾗa ヮヴﾗｪヴWゲゲｷ┗W SWﾏﾗIヴ;デｷI ヮヴ;┝ｷゲざ ふヲヰヱンが ヱンンぶく  Iﾐ ﾗデｴWヴ 
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words, Webber dismisses that satire has ethical value as critique because it indulges in 
pandering to preconceptions instead of stimulating real learning. In reaction to this 
polarised debate, my careful cognitivism aims to develop a moderate position by alleviating 
overly pessimistic concerns by detractors and tempering all-too-enthusiastic expectations 
of supporters.  
Although the idea that satire is truthful has proven particularly enduring (Matz 2015, 28), it 
is in fact rather paradoxical on closer inspection. Robert Phiddian has highlighted that さデｴW 
satirical is visceral and reductive in its appeal, so it has no necessary logical link with ethics 
ﾗヴ デヴ┌デｴざ ふヲヰヱンが ヵヴぶく AIIﾗヴSｷﾐｪ デﾗ PｴｷSSｷ;ﾐが satire さゲｷﾏヮﾉｷaｷWゲく Iデ ｷゲ ｷﾏヮ;デｷWﾐデく Iデ ;ヮヮﾗヴデｷﾗﾐゲ 
Hﾉ;ﾏW ;ﾐS I;ヴｷI;デ┌ヴWゲ ｷゲゲ┌Wゲ ┘ｷデｴ ;ヴHｷデヴ;ヴｷﾐWゲゲざ ふヲヰヱンが ヵヲぶく “ｷﾏｷﾉ;ヴﾉ┞が W┗Wﾐ デｴﾗ┌ｪｴ ｴW ｴ;ゲ 
enthusiastically defended the cognitive function of satire, Tucholsky acknowledged that 
さぷゲへ;デｷヴW ﾏ┌ゲデ W┝;ｪｪWヴ;デW ;ﾐS ｷゲが ｷﾐ ｷデゲ SWWヮWゲデ ﾐ;デ┌ヴWが ┌ﾐﾃ┌ゲデく Iデ ｷﾐaﾉ;デWゲ デｴW デヴ┌デｴ デﾗ ﾏ;ﾆW ｷデ 
clearer, and it can do nothing more than work according to the bible verse: the just will 
suffer with tｴW ┌ﾐﾃ┌ゲデざ ふヱΓヱΓが ﾏ┞ デヴ;ﾐゲﾉ;デｷﾗﾐぶく LｷﾆW┘ｷゲWが M;デデｴW┘ KｷWヴ;ﾐ ｴ;ゲ ｴｷｪｴﾉｷｪｴデWS ; 
ヮ;ヴ;Sﾗ┝ ﾗa ゲ;デｷヴWげゲ デヴ┌デｴa┌ﾉﾐWゲゲく AIIﾗヴSｷﾐｪ デﾗ KｷWヴ;ﾐが さぷデへｴW ヮﾗｷﾐデ ﾗa ゲ;デｷヴW ｷゲ デﾗ ヴｷSｷI┌ﾉWざ 
ふヲヰヰヵが ヱΒヰぶく Fﾗヴ デｴｷゲ ヴW;ゲﾗﾐが ｷﾐ ゲ;デｷヴWが さぷ;へ Iｴ;ヴ;IデWヴ ﾏ;┞ HW W┝;ｪｪWヴ;デWS H┞ IﾗﾐIWﾐtrating 
wholly on her faults without recognition of her virtues or rendered absurd by concentrating 
ﾗﾐ ｷヴヴWﾉW┗;ﾐデ ┞Wデ W;ゲ┞ デﾗ ﾉ;ﾏヮﾗﾗﾐ ﾏ;ﾐﾐWヴｷゲﾏゲざ ふKｷWヴ;ﾐ ヲヰヰヵが ヱΒヰぶく KｷWヴ;ﾐ ;ヴｪ┌Wゲ デｴ;デ さデﾗ 
achieve its aims, satire, caricature and ridicule are often unfair, morally distorted and 
┗ｷIｷﾗ┌ゲざ ふヲヰヰヵが ヱΒヱぶく Aデ デｴW ゲ;ﾏW デｷﾏWが KｷWヴ;ﾐ ;ﾉゲﾗ ;Iﾆﾐﾗ┘ﾉWSｪWゲ さｴﾗ┘ ｷﾏヮﾗヴデ;ﾐデ ;ﾐS 
WaaWIデｷ┗W ｷデ ぷゲ;デｷヴWへ I;ﾐ HWざ ;ﾐS ｴｷｪｴﾉｷｪｴデゲ デｴW ヮ;ヴ;Sﾗ┝ デｴ;デ さゲ┌Iｴ ﾏﾗヴ;ﾉﾉ┞ S┌Hｷﾗ┌ゲ 
distortions enable their works to debunk authority and challenge the unquestioning 
;IIWヮデ;ﾐIW ﾗa ;デデｷデ┌SWゲが ;Iデｷ┗ｷデｷWゲが ｷﾐゲデｷデ┌デｷﾗﾐゲ ;ﾐS I┌ﾉデ┌ヴWゲざ ふヲヰヰヵが ヱΒヱぶく  
The paradox that satirical representation has cognitive and ethical value despite (or 
perhaps exactly because of) its distortion can be clarified through a routine by Lenny Bruce 
about institutionalised Christianity. In this satirical routine, Bruce explains how Christ and 
Moses come to earth and attend a mass in New York City: 
Cｴヴｷゲデ ;ﾐS MﾗゲWゲ ぷ;ヴWへ ゲデ;ﾐSｷﾐｪ ｷﾐ デｴW H;Iﾆ ﾗa “デく P;デげゲが ぷﾉｷゲデWﾐｷﾐｪ ;ﾐSへ ﾉﾗﾗﾆｷﾐｪ 
around. [Cardinal Spellman would be relating love and giving and forgiveness to the 
people.] Confused, Christ is, at the grandeur of the interior, the rococo baroque 
interior. Because his route took him through Spanish Harlem, and he was wondering 
what the hell fifty Puerto Ricans were doing living in one room when that stained 
ｪﾉ;ゲゲ ┘ｷﾐSﾗ┘ ｷゲ ┘ﾗヴデｴ デWﾐ Gげゲ ; ゲケ┌;ヴW aﾗﾗデい AﾐS デｴｷゲ ｪ┌┞ ぷC;ヴSｷﾐ;ﾉ “ヮWﾉﾉﾏ;ﾐへ ｴ;S ; 
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ヴｷﾐｪ ┘ﾗヴデｴ Wｷｪｴデ ｪヴ;ﾐSく AﾐS ｴW ┘ﾗ┌ﾉS ┘ﾗﾐSWヴ ;デ デｴW ｪヴ;ﾐSW┌ヴく Wｴ┞ ┘WヴWﾐげデ デｴW 
Puerto Ricans living here? That was the purpose of the Church に for the people 
(Cohen 1975, 18, with annotations from other live performances). 
TｴW ヮﾗｷﾐデ ｷゲ デｴ;デ Bヴ┌IWげゲ ゲ;デｷヴｷI;ﾉ Iヴｷデｷケ┌W ﾗa ｷﾐゲデｷデ┌デｷﾗﾐ;ﾉｷsed Christianity is exaggerated, 
simplified, selective and emotive. Herein lies both a significant aspect of its aesthetic appeal 
as well as the paradox of its cognitive value. Not only are we invited to laugh, but also to 
believe that Bruce teaches us something important about institutionalised Christianity.  
More specifically, much like a historian, Bruce sets out to say true things about the history 
of institutionalised Christianity. He argues that the founders of the Church intended the 
institution to provide for the poor, but, throughout history, its leaders have all too often 
ended up providing for themselves, at the expense of the poor. This assertion is subject to 
the standards of truth-telling developed in historiography. Not only does Bruce need to get 
the facts right, but his selection and connection of those facts into a narrative must also 
adhere to standards of objectivity and rigour (Carroll 2001, 155-156). However, there is a 
ヴｷゲﾆ デｴ;デ Bヴ┌IWげゲ ゲ;デｷヴｷI;ﾉ ;ヴｪ┌ﾏWﾐデ a;ﾉﾉゲ ゲｴﾗヴデ ﾗa デｴWゲW ｴｷゲデﾗヴｷﾗｪヴ;ヮｴｷI ゲデ;ﾐS;ヴSゲく Fﾗヴ ﾗﾐWが 
ｴW W┝;ｪｪWヴ;デWゲ デｴW ┗;ﾉ┌W ﾗa C;ヴSｷﾐ;ﾉ “ヮWﾉﾉﾏ;ﾐげゲ ヴing and the number of Puerto Rican 
immigrants housed together in a New York bedroom. He also simplifies the complexity of 
the Church by reducing it to its material excesses. Moreover, rather than relying on 
dispassionate reasoning, Bruce exploits emotive representations of the suffering Puerto 
Ricans and the vain clergy. No doubt, the routine is aesthetically successful, but is it also 
truthful? After all, the just do suffer with the unjust, for while some leaders and members 
of the Church have ignored the ﾐWWSゲ ﾗa デｴW ヮﾗﾗヴ ｷﾐ a;┗ﾗ┌ヴ ﾗa デｴWｷヴ ﾗ┘ﾐ ヮヴﾗaｷデが Bヴ┌IWげゲ 
satirical critique ignores the sincere charity of many in the clergy. 
PWヴｴ;ヮゲ ｷﾏヮﾗゲｷﾐｪ デｴW ゲデ;ﾐS;ヴSゲ ﾗa ｴｷゲデﾗヴｷﾗｪヴ;ヮｴ┞ ﾗﾐ Bヴ┌IWげゲ ゲ;デｷヴW ゲWWﾏゲ ｷﾐ;ヮヮヴﾗヮヴｷ;デWく 
After all, his satirical routine clearly describes a made-up event. Still, even in a non-fiction 
context, historians often employ imaginative techniques (Friend 2011, 171). Similarly, 
through fiction, Bruce indirectly makes assertions about the actual history of 
institutionalised Christianity. Moreover, insofar as Bruce passes moral judgment, his claims 
are also subject to the rules of philosophical critique, which impose similar standards of 
objectivity and rigour as historiography. My point is that for satire to have cognitive value, 
it must adhere to current best practices in domains like history and philosophy. Yet, while 
classification of history and philosophy as non-fiction introduces stringent stipulations in 
the service of safeguarding truth, satire thrives on fictional techniques which are cognitively 
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risky. In particular, the cognitive risks of satire are linked to its extreme degree of 
manipulative control in representation. In this respect, Eileen John has explained that 
representation is controlled by imaginative techniques which manipulate information, 
ｷﾐIﾉ┌Sｷﾐｪ さゲWﾉWIデｷﾗﾐが aﾗヴWｪヴﾗ┌ﾐSｷﾐｪ ;ﾐS ﾏ;ﾆｷﾐｪ ゲ;ﾉｷWﾐデが ゲｷﾏヮﾉｷaｷI;デｷﾗﾐが ;ﾏヮﾉｷaｷI;デｷﾗﾐが 
exaggeration and juxtaposition; we can imaginatively configure the elements of reality in 
ﾏ;ﾐ┞ ┘;┞ゲざ ふヲヰヱンが ンΒΑぶく AIIﾗヴSｷﾐｪ デﾗ Jﾗｴﾐが さゲヮWIｷaｷI ｪWﾐヴWゲ ;ﾐS ﾏﾗSWゲ ﾗa ;ヴデが ゲ┌Iｴ ;ゲ 
ゲ;デｷヴW ;ﾐS I;ヴデﾗﾗﾐゲが ｴｷｪｴﾉｷｪｴデ ヮ;ヴデｷI┌ﾉ;ヴ ﾆｷﾐSゲ ﾗa けW┝IWゲゲｷ┗Wげ Iﾗﾐaｷｪ┌ヴ;デｷ┗W Iﾗﾐデヴﾗﾉざ ふヲヰヱンが 
387). Crucially, John nuances デｴ;デ さデｴﾗ┌ｪｴ デｴWゲW a┌ﾐIデｷﾗﾐゲ ;ヴW Iﾗｪﾐｷデｷ┗Wﾉ┞ ヴｷゲﾆ┞が デｴW┞ ;ヴW 
;ﾉゲﾗ W┝デヴWﾏWﾉ┞ H;ゲｷI ;ﾐS ｷﾐSｷゲヮWﾐゲ;HﾉW デﾗ ｷﾐケ┌ｷヴ┞ざ ふヲヰヱンが ンΒΑぶく TｴW ヮﾗｷﾐデ I SWヴｷ┗W aヴﾗﾏ 
Jﾗｴﾐげゲ ﾐ┌;ﾐIWS ヮﾗゲｷデｷﾗﾐ ｷゲ デｴ;デ ヴWヮヴWゲWﾐデ;デｷﾗﾐゲ ┘ｴｷIｴ ゲｴﾗ┘I;ゲW W┝デヴWﾏW Iﾗﾐaｷｪ┌ヴ;デｷ┗W 
control, like satire, are particularly cognitively risky, but may perhaps also claim particular 
cognitive virtues. Accordingly, satire may have a valid role in knowledge acquisition, as long 
caution is exercised. 
Satire is a form of representation characterised by an extreme degree of manipulative 
Iﾗﾐデヴﾗﾉく Aゲ W┝ヮﾉ;ｷﾐWSが Bヴ┌IWげゲ ゲ;デｷヴW ﾗa ｷﾐゲデｷデ┌デｷﾗﾐ;ﾉｷゲWS Cｴヴｷゲデｷ;ﾐｷデ┞ ｷゲ W┝デヴWﾏWﾉ┞ 
exaggerated, simplified, selective and emotive. Yet, such an extreme degree of 
manipulative control is not unique in representations. In this respect, John (2013, 387) and 
Kieran (2005, 181) have referred to cartoons and caricatures as kindred types of 
representations. I also include aphorisms in that list. In what follows now, I will further 
investigate the cognitive function of satire by comparing it to these kindred types of 
representations. More specifically, I propose that satire, cartoons, caricatures and 
aphorisms exploit a similar process of narrative thinking (Goldie 2012). Narrative thinking is 
the mental process behind the creation of stories. Crucial to narrative thinking is 
emplotment, a process which first involves authors shaping a story by selecting (and leaving 
out) descriptions, in various degrees of richness (Goldie 2012, 9ff). They then organise that 
story material into a coherent whole by creating meaningful connections and commonly 
take an evaluative perspective that bestows the story with emotional import (Goldie 2012, 
9ff). My proposal is that satire, cartoons, caricatures and aphorisms are characterised by a 
particular kind of emplotment and narrative thinking, which produces simplified, 
exaggerated, selective and emotive representations. In this respect, I have explained before 
that scholars like George A. Test have referred to ゲ;デｷヴW ;ゲ ; ﾏWﾐデ;ﾉ さa;I┌ﾉデ┞ざ ふヱΓΓヱが ヱヲぶ ﾗヴ 
さゲヮｷヴｷデざ ふ1991, 5). Altghouh I have introduced some challenges to this proposal, is is 
nonetheless valuable insofar as satire is characterised by a specific narrative thinking, albeit 
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this mental process is not unique to satire. The point is exactly that satire shares the 
cognitive virtues and risks of kindred types of representations that exploit similar mental 
processes.  
An important kindred types of representation of satire is cartooning. For this reason, the 
two have often gone hand in hand historically. Cartooning is a drawing style which 
produces abstracted representations. Scott McCloud explains that さぷ┘へｴWﾐ ┘W ;Hゲデヴ;Iデ ;ﾐ 
ｷﾏ;ｪW デｴヴﾗ┌ｪｴ I;ヴデﾗﾗﾐｷﾐｪが ┘WげヴW ﾐﾗデ ゲﾗ ﾏ┌Iｴ Wﾉｷﾏｷﾐ;デｷﾐｪ SWデ;ｷﾉゲ ;ゲ ┘W ;ヴW aﾗI┌ゲｷﾐｪ ﾗﾐ 
ゲヮWIｷaｷI SWデ;ｷﾉゲざ ふヱΓΓンが ンヰぶく MICﾉﾗ┌S ;ヴｪ┌Wゲ デｴ;デ I;ヴtooning produces visual 
representations which amplify the interpretative significance of certain features at the 
W┝ヮWﾐゲW ﾗa ﾗデｴWヴゲく AIIﾗヴSｷﾐｪﾉ┞が MICﾉﾗ┌S ｷSWﾐデｷaｷWゲ I;ヴデﾗﾗﾐｷﾐｪ ;ゲ さ; aﾗヴﾏ ﾗa ;ﾏヮﾉｷaｷI;デｷﾗﾐ 
デｴヴﾗ┌ｪｴ ゲｷﾏヮﾉｷaｷI;デｷﾗﾐざ ふヱΓΓンが ンヰぶく Aﾉデｴﾗ┌ｪｴ I;ヴデﾗﾗﾐｷng is a way of drawing, McCloud has 
ゲ┌ｪｪWゲデWS デｴ;デ さぷs]implifying characters and images toward a purpose [i.e. cartooning] can 
HW ;ﾐ WaaWIデｷ┗W デﾗﾗﾉ aﾗヴ ゲデﾗヴ┞デWﾉﾉｷﾐｪ ｷﾐ ;ﾐ┞ ﾏWSｷ┌ﾏざ ふヱΓΓンが ンヱぶく HW ゲヮWIｷaｷWゲ デｴ;デ さぷaへｷﾉﾏ 
critics will sometimes describe a live-;Iデｷﾗﾐ aｷﾉﾏ ;ゲ ; けI;ヴデﾗﾗﾐげ デﾗ ;Iﾆﾐﾗ┘ﾉWSｪW デｴW ゲデヴｷヮヮWS-
Sﾗ┘ﾐ ｷﾐデWﾐゲｷデ┞ ﾗa ; ゲｷﾏヮﾉW ゲデﾗヴ┞ ﾗヴ ┗ｷゲ┌;ﾉ ゲデ┞ﾉWざ ふMICloud 1993, 31). McCloud is right that 
cartooning may correspond to a transmedial process of representation, but it is not unique 
as a form of amplification through simplification. Much earlier than McCloud, Ernst 
GﾗﾏHヴｷIｴ ;ヴｪ┌WS デｴ;デ さゲｷﾏヮﾉｷaｷI;デｷﾗﾐ ;ﾐS Wﾏヮｴ;ゲｷゲざ ;ヴW さデｴW ﾏW;ﾐゲ ﾗa ;ﾉﾉ ;ヴデざ ふヱΓヴヵが ンぶく 
Nonetheless, McCloud rightly signals that cartooning differs from other forms of 
representation in the extreme degree of simplification and emphasis. Similarly, satire, like 
LWﾐﾐ┞ Bヴ┌IWげゲ ヴﾗ┌デｷﾐW ;Hﾗ┌デ ｷﾐゲデｷデ┌デｷﾗﾐ;ﾉｷゲWS Cｴヴｷゲデｷ;ﾐｷデ┞が ｷゲ デ┞ヮｷI;ﾉﾉ┞ ゲﾗ ゲ┌IIｷﾐIデ HWI;┌ゲW ｷデ 
puts the spotlight on only a few aspects of an otherwise very complex issue.   
LikewisWが GﾗﾏHヴｷIｴ ｴｷｪｴﾉｷｪｴデWS I;ヴｷI;デ┌ヴｷﾐｪ ;ゲ さデｴW ┌ﾉデｷﾏ;デW ヴWゲﾗ┌ヴIW ﾗa デｴW I;ヴデﾗﾗﾐｷゲデげゲ 
;ヴﾏﾗ┌ヴ┞ざ ふヱΓヶンが ヱンΑぶく WｴWヴW;ゲ I;ヴデﾗﾗﾐｷﾐｪ ｷゲ ; ｴｷｪｴﾉ┞ ゲWﾉWIデｷ┗W ヴWヮヴWゲWﾐデ;デｷﾗﾐ;ﾉ ヮヴﾗIWゲゲが 
I;ヴｷI;デ┌ヴｷﾐｪ ｷゲ さ; ヮヴﾗIWゲゲ ﾗa けﾗ┗Wヴﾉﾗ;Sｷﾐｪげ ﾗヴ ;SSｷﾐｪ デﾗ ;ﾐ ｷﾏ;ｪWざ ┘ｴｷIｴ W┝ヮﾉﾗｷデゲ ゲﾗ-called 
physiognomic representation (Gombrich and Kris 1940, 3). Physiognomy is the pseudo-
AヴｷゲデﾗデWﾉｷ;ﾐ ｷSW; デｴ;デ Iｴ;ヴ;IデWヴ I;ﾐ HW SWヴｷ┗WS aヴﾗﾏ ゲｷﾏｷﾉ;ヴｷデｷWゲ HWデ┘WWﾐ ; ヮWヴゲﾗﾐげゲ a;IW 
and the head of an animal. This idea was crucial in the historical development of portrait 
caricature. Although scientifically disproven, physiognomic representation has remained a 
staple of contemporary cartooning. Take Mr Burns from The Simpsons, whose appearance 
clearly evokes that of a bird of prey to signify his ruthless nature as a capitalist. Gombrich 
argues that the exploitation of metaphorical associations which characterise physiognomic 
perception does not strictly apply to animal likeness and human character, but more 
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Hヴﾗ;Sﾉ┞ デﾗ W┝ヮヴWゲゲｷ┗W aW;デ┌ヴWゲ ﾗa ;ヴデ ﾉｷﾆW さゲﾗ┌ﾐSゲが Iﾗﾉﾗ┌ヴゲ ﾗヴ ゲｴ;ヮWゲざ ふヱΓヶンが ヴΒぶく Tｴｷゲ ｷSW; 
デｴ;デ ﾏWデ;ヮｴﾗヴｷI;ﾉ ;ゲゲﾗIｷ;デｷﾗﾐゲ ｪ┌ｷSW デｴW Iﾗｪﾐｷデｷ┗W ヮヴﾗIWゲゲｷﾐｪ ﾗa ;Hゲデヴ;Iデ IﾗﾐIWヮデゲ さｷﾐ 
terms of embodied image schemata, related to concrete sensorial associations of hearing, 
ゲWWｷﾐｪが ;ﾐS デ;ゲデｷﾐｪざ ┘;ゲ ﾉ;デWヴ ┗ｷﾐSｷI;デed by the conceptual metaphor theory (Fahlenbrach 
2014, 58). Concretely, conceptual metaphor theory explains that metaphorical mapping 
shapes cognition of abstract concepts like emotions and morals through associations with 
sensory phenomena (Lakoff and Johnson 1980). Similarly, Gombrich has explained that 
ﾏWデ;ヮｴﾗヴ さﾉｷﾐﾆゲ デｴW a;ﾏｷﾉｷ;ヴ ┘ｷデｴ デｴW ┌ﾐa;ﾏｷﾉｷ;ヴざ ふGﾗﾏHヴｷIｴ ヱΓΓヶが ンヴヲぶく Fﾗヴ ｷﾐゲデ;ﾐIWが 
Gombrich discusses the association of light and darkness to moral goodness and badness in 
visual art (Gombrich 1963, 137). Since caricaturing relies strongly on this mental process 
identified as physiognomic thinking, Gombrich and Ernst Kris are justified in arguing that it 
ヴW;ﾉﾉ┞ さｷゲ ; ヮゲ┞IｴﾗﾉﾗｪｷI;ﾉ ﾏWIｴ;ﾐｷゲﾏ ヴ;デｴWヴ デｴ;ﾐ ; aﾗヴﾏ ﾗa ;ヴデざ ふヱΓヴヰが ヱヱぶく  
The mental process identified by Gombrich as physiognomic thinking anticipates what 
contemporary cognitive psychology would call a dual process theory of human perception. 
Describing how human beings process their environment, Jenefer Robinson explains that   
[o]n the one hand デｴWヴW ｷゲ ; けケ┌ｷIﾆ ;ﾐS Sｷヴデ┞ ヮヴﾗIWゲゲｷﾐｪ ゲ┞ゲデWﾏげが ┘ｴｷIｴ ヴWゲヮﾗﾐSゲ ┗Wヴ┞ 
fast, warns the organism that something dangerous may be around without 
identifying it very carefully, and gets the organism to respond appropriately to 
whatever it is. And on the other hand, there is a slower, more discriminating 
processing system which operates through the cortex and figures out whether the 
thalamoどamygdala けaffective appraisalげ is appropriate or not (2005, 50). 
 
Similarly, Gombrich traces the origins of physiognomic perception in the way humans 
constantly scrutinise their environment to distinguish what is threatening from what is not 
(1963, 47). According to Gombrich, we cognitively process a gloomy shape, colour or sound 
in the same way as a gloomy face and a gloomy sky. When the sky looks gloomy, we 
automatically understand there is danger afoot and run for shelter. Only on further 
reflection, we realise a thunderstorm is on its way and decide not to hide under a tree. 
“ｷﾏｷﾉ;ヴﾉ┞が ゲﾗﾏWﾗﾐWげゲ a;IW ﾏ;┞ ゲデヴｷﾆW ┌ゲ ;ゲ ｪﾉﾗﾗﾏ┞, and our gut reaction is to avoid that 
ヮWヴゲﾗﾐく Hﾗ┘W┗Wヴが ﾗ┌ヴ ｪ┌デ ヴW;Iデｷﾗﾐ ﾏｷｪｴデ HW ┘ヴﾗﾐｪく TｴW ヮWヴゲﾗﾐげゲ IﾗﾐゲｷSWヴ;デW ;Iデｷﾗﾐゲ ;ﾐS 
friendly words may disprove our initial hypothesis. Somebody with a gloomy-looking face is 
not always gloomy. At least, in the real world. In a cartoon, however, somebody with a 
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gloomy face is bound to have a gloomy personality, as exemplified by Disney villains like 
Jafar and Cruella De Vil. 
Importantly, worries about the deceptive impact of the quick and dirty mental processes 
driving caricaturing and cartooning can be transposed to satire. McCloud acknowledges 
デｴ;デ さデｴW I;ヴデﾗﾗﾐ ﾏ;┞ ゲWWﾏ デﾗ ﾗﾏｷデ ﾏ┌Iｴ ﾗa デｴW ;ﾏHｷｪ┌ｷデ┞ ;ﾐS IﾗﾏヮﾉW┝ Iｴ;ヴ;IデWヴｷ┣;デｷﾗﾐ 
┘ｴｷIｴ ;ヴW デｴW ｴ;ﾉﾉﾏ;ヴﾆゲ ﾗa ﾏﾗSWヴﾐ ﾉｷデWヴ;デ┌ヴWが ﾉW;┗ｷﾐｪ デｴWﾏ ゲ┌ｷデ;HﾉW ﾗﾐﾉ┞ aﾗヴ IｴｷﾉSヴWﾐざ 
ふヱΓΓンが ヴヵぶく “ｷﾏｷﾉ;ヴﾉ┞が GﾗﾏHヴｷIｴ ｷﾐデヴﾗS┌IWゲ デｴW ┘ﾗヴヴ┞ デｴ;デ さぷヮへWヴｴ;ヮゲ ┘W ;ヴW ﾉｷﾆW IｴｷﾉSヴWﾐ 
┘ｴﾗ ;ヴW W;ゲｷﾉ┞ aﾗHHWS ﾗaa ┘ｷデｴ ;ﾐ ;ﾐゲ┘Wヴざ ふヱΓヶンが ヱンヲぶく Iﾐ ヮ;ヴデｷI┌ﾉ;ヴが GﾗﾏHヴｷIｴ ﾉｷﾐﾆゲ デｴW 
danger of quick and dirty perception to aesthetic seduction. According to Gombrich, 
I;ヴデﾗﾗﾐゲ ;ﾐS I;ヴｷI;デ┌ヴWゲ ﾏ;┞ ヮ;ｷﾐデ ; ヮｷIデ┌ヴW さゲﾗ ゲ;デｷゲa┞ｷﾐｪ デｴ;デ ┞ﾗ┌ ｴ;┗W デｴW ｷﾉﾉ┌ゲｷﾗﾐ ﾗa ;ﾐ 
W┝ヮﾉ;ﾐ;デｷﾗﾐ ┘ｴｷﾉW ヴW;ﾉﾉ┞ デｴW ;ﾐ;ﾉﾗｪ┞ ｷゲ ヴ;デｴWヴ ｷﾐIﾗﾏヮﾉWデWざ ふヱΓヶンが ヱンヲぶく HW ;SSゲ デｴ;デ さデｴW 
neatness of the formulation may even effectively block our reflection whether or not it 
Iﾗﾐデ;ｷﾐゲ デｴW デヴ┌デｴざ ふヱΓヶンが ヱンヱぶく GﾗﾏHヴｷIｴ IﾗﾐゲｷSWヴゲ ゲ┌Iｴ ;WゲデｴWデｷI ゲWS┌Iデｷﾗﾐ ｷﾐ I;ヴデﾗﾗﾐゲ 
;ﾐS I;ヴｷI;デ┌ヴWゲ ;ゲ ヮ;ヴデｷI┌ﾉ;ヴﾉ┞ ヴｷゲﾆ┞ HWI;┌ゲW さぷ┘へｴWﾐ ヮWヴヮﾉW┝WS ;ﾐS aヴ┌ゲデヴ;デWSが ┘W ;ﾉﾉ ﾉｷﾆW デﾗ 
fall back on a primitive, physiognomic picture of W┗Wﾐデゲざ ふGﾗﾏHヴｷIｴ ヱΓヶンが ヱヴヰぶく MﾗヴWﾗ┗Wヴが 
GﾗﾏHヴｷIｴ ┘;ヴﾐゲ デｴ;デ ゲ┌Iｴ ケ┌ｷIﾆ ;ﾐS Sｷヴデ┞ デｴｷﾐﾆｷﾐｪ さI;ヴヴｷWゲ ゲデヴﾗﾐｪ ;ﾐS ｷﾏﾏWSｷ;デW 
Iﾗﾐ┗ｷIデｷﾗﾐざ ふヱΓヶンが ヴΑぶ ;ﾐS ｷゲ さゲﾗ Iﾗﾐ┗ｷﾐIｷﾐｪ デﾗ デｴW Wﾏﾗデｷﾗﾐ;ﾉ ﾏｷﾐSざ ふヱΓヶンが ヱンΓぶ デｴ;デ ｷデ ｷゲ 
ﾉｷﾆW ; さﾏ┞デｴ-ﾏ;ﾆｷﾐｪ a;I┌ﾉデ┞ざ ┘ｴｷIｴ ヴｷゲﾆゲ Dｷゲﾐeyfying the world (1963, 140). In other words, 
デｴW ヴｷゲﾆ ｷゲ デｴ;デ LWﾐﾐ┞ Bヴ┌IWげゲ ゲ;デｷヴW ;Hﾗ┌デ ｷﾐゲデｷデ┌デｷﾗﾐ;ﾉｷゲWS Cｴヴｷゲデｷ;ﾐｷデ┞ ｷゲ ; aヴ┌ゲデヴ;デWS 
response which misconstrues a complex situation by introducing unwarranted 
simplifications and exaggerations, but is too seductively funny for us to notice the 
deception.  
The quick and dirty process of perception which characterises cartoons, caricatures and 
satire is prone to the kind of distortions that characterise unconscious biases and 
ideological deception. For instance, the same mechanisms of exaggeration, simplification, 
ゲWﾉWIデｷ┗WﾐWゲゲ ;ﾐS Wﾏﾗデｷ┗WﾐWゲゲ ┘ｴｷIｴ Iｴ;ヴ;IデWヴｷゲW Bヴ┌IWげゲ ゲ;デｷヴW ﾗa ｷﾐゲデｷデ┌デｷﾗﾐ;ﾉｷゲWS 
Christianity were also exploited in anti-Japanese propaganda during the Second World War. 
Take Bugs Bunny Nips the Nips (1944), an infamously racist anti-Japanese war cartoon, 
which relies on the exaggerations and simplifications of caricaturing, as well as their direct 
emotive impact, to represent the enemy as weaselly and menacing. Similarly, Saam Trivedi 
highligｴデゲ デｴ;デ Aヴｷゲデﾗヮｴ;ﾐWゲげ さa;ヴ aヴﾗﾏ デヴ┌デｴa┌ﾉ ゲ;デｷヴW ﾗa “ﾗIヴ;デWゲ ぷｷﾐ The Clouds] 
contributed to poisoning the climate in Athens against Socrates, leading to his trial and 
SW;デｴざ ふヮWヴゲﾗﾐ;ﾉ Iﾗﾏﾏ┌ﾐｷI;デｷﾗﾐぶく Tヴｷ┗WSｷ ゲデヴWゲゲWゲ デｴ;デ さｴWヴWが デｴWﾐが ┘W ｴ;┗W ;ﾐ W┝;ﾏヮﾉW ﾗa 
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ゲ;デｷヴW デｴ;デ ﾐﾗデ ﾗﾐﾉ┞ SWIWｷ┗Wゲ ;ﾐS ﾏｷゲﾉW;Sゲ ふぐぶ  H┌デ ;ﾉゲﾗ ｴ;ゲ H;S WデｴｷI;ﾉ IﾗﾐゲWケ┌WﾐIWゲが W┗Wﾐ 
ｷa デｴW┞ ﾏ;┞ ﾐﾗデ ｴ;┗W HWWﾐ ｷﾐデWﾐSWS ﾗヴ aﾗヴWゲWWﾐ H┞ デｴW ;ヴデｷゲデくざ Cﾗｪﾐｷデｷ┗W SWIWヮデｷﾗﾐ ｷﾐ 
cartoons, caricatures and satire is therefore not merely an academic issue, but has been 
responsible for actual epistemic malice. For this reason, caution about the cognitive 
function of these kindred types of representations is warranted. 
At the same time, although caution is in order, my careful cognitivism does not deny that 
satire can have cognitive value. Despite the risks, the particular narrative thinking which 
satire shares with cartooning and caricaturing also has cognitive virtues. In particular, critics 
;ﾐS ゲIｴﾗﾉ;ヴゲ ;ヴW ｷﾐ ;ｪヴWWﾏWﾐデ デｴ;デ I;ヴデﾗﾗﾐｷﾐｪ さI;ﾐ ゲ┌ﾏﾏ;ヴｷ┣W ; ┗;ゲデ Hody of data in a 
ゲ┌IIｷﾐIデ ゲ┞ﾏHﾗﾉざ ふH;ヴヴｷゲﾗﾐ ヱΓΒヱが ヶΓぶく AIIﾗヴSｷﾐｪﾉ┞が I;ヴデﾗﾗﾐｷﾐｪ ｷゲ ﾗaデWﾐ ヮヴ;ｷゲWS aﾗヴ ｷデゲ さ;Hｷﾉｷデ┞ 
デﾗ ヴWS┌IW ;ﾐ ｷﾐデヴｷI;デW ;ﾐS HW┘ｷﾉSWヴｷﾐｪ ;ゲヮWIデ ﾗa デｴW ゲﾗIｷ;ﾉ ﾗヴ デｴW ヮﾗﾉｷデｷI;ﾉ ゲIWﾐW ふぐぶ デﾗ ｷデゲ 
H;ゲｷI ｷﾐｪヴWSｷWﾐデゲざ ふGWｷヮWﾉ ヱΓΑヲが ンンぶく Iﾐ デｴｷゲ ヴWゲヮWIデが MICﾉﾗ┌S ;ヴｪ┌Wゲ デｴ;デ W┝;Iデﾉ┞ さぷHへ┞ 
ゲデヴｷヮヮｷﾐｪ Sﾗ┘ﾐ ;ﾐ ｷﾏ;ｪW デﾗ ｷデゲ WゲゲWﾐデｷ;ﾉ けﾏW;ﾐｷﾐｪがげ ;ﾐ ;ヴデｷゲデ I;ﾐ ;ﾏヮﾉｷa┞ デｴ;デ ﾏW;ﾐｷﾐｪ ｷﾐ ; 
┘;┞ デｴ;デ ヴW;ﾉｷゲデｷI ;ヴデ I;ﾐげデざ ふヱΓΓンが ンヰぶく A ゲデヴｷﾆｷﾐｪ W┝;ﾏヮﾉW ｷゲ MｷIｴ;Wﾉ GﾗﾗS┘ｷﾐ ;ﾐS D;ﾐ Eく 
B┌ヴヴげゲ Economix (2012), a cartoon introduction and critical overview of economics. 
Reviewers praised Economix H┞ W┝ヮﾉ;ｷﾐｷﾐｪ デｴ;デ さぷ┞へﾗ┌ Iﾗ┌ﾉS ヴW;S デWﾐ Hﾗﾗﾆゲ ﾗﾐ デｴW ゲ┌HﾃWIデ 
;ﾐS ﾐﾗデ ｪﾉW;ﾐ ;ゲ ﾏ┌Iｴ ｷﾐaﾗヴﾏ;デｷﾗﾐざ ふDavid Back quoted in Goodwin and Burr 2012, 4). 
Adapting to the cartoon medium, GﾗﾗS┘ｷﾐ ;ﾉゲﾗ ;Iﾆﾐﾗ┘ﾉWSｪWゲ デｴ;デ さｷデ aﾗヴIWS ﾏW デﾗ ┘ヴｷデW 
デｴW ゲデﾗヴ┞ ｷﾐ ; SｷaaWヴWﾐデ ┘;┞ざ HWI;┌ゲW さ┘ﾗヴﾆｷﾐｪ ｷﾐ IﾗﾏｷIゲ ﾏ;SW ﾏW デｴｷﾐﾆ デｴｷﾐｪゲ デｴヴﾗ┌ｪｴ 
SｷaaWヴWﾐデﾉ┞く Wヴｷデｷﾐｪ aﾗヴ IﾗﾏｷIゲ aﾗヴIWゲ ┞ﾗ┌ デﾗ Hﾗｷﾉ W┗Wヴ┞デｴｷﾐｪ Sﾗ┘ﾐ デﾗ デｴW WゲゲWﾐIWざ ふヮWヴゲﾗﾐ;ﾉ 
communication). Crucially, this process of narrative thinking allows Economix to get to the 
heart of complex issues at a minimum of cognitive cost.  
As exemplified by Economix, succinctness can be a significant cognitive merit of the 
narrative thinking which characterises cartoons, caricatures and satire. In this respect, 
James O. Young has developed a toolkit of imaginative techniques which helps to highlight 
how representations with extreme configurative control, like Economix (see fig. 12), can 
succinctly deliver both descriptive and evaluative information about complex situations, 
such as the impact of neoliberal policies (2001, 80-93). For one, since Economixげゲ 
emplotment of recent economic policies is extremely selective, it accentuates the most 
important events. Similarly, Economix succinctly communicates the economic effect of tax 
cuts for the rich by simplifying it to an image of people rushing out of the US Treasury with 
big bags of cash. Moreover, by juxtaposing story events like the deregularisation of Wall 
Street with the demise of education, Economix concisely highlights causal relationships that 
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may otherwise not be evident. Importantly, these imaginative techniques not only provide 
descriptive information about the impact of neoliberal policies, but also cue moral 
evaluation through emotive means. The dirty smoke coming from the factory pipes 
exemplifies the pollution of big business and further correlates to its moral uncleanliness. 
Likewise, the amplification of the fat cat endorsing tax cuts for the rich, with his bulging 
cheeks and double chin, symbolises that he has claimed more than his fair share, while his 
dirty cigar and complacent countenance embody social indifference. Finally, the amplified 
sadness of teachers and pupils, correlating to the destitute school building, emotionally 
I┌Wゲ ﾏﾗヴ;ﾉ ;ﾉﾉWｪｷ;ﾐIWが WゲヮWIｷ;ﾉﾉ┞ ﾃ┌┝デ;ヮﾗゲWS ┘ｷデｴ W;ﾉﾉ “デヴWWデげゲ Iヴ;┣┞ ;ﾐS HﾉｷﾐS ｪヴWWS 





As a non-fiction publication, Economix is bound by a social contract to provide true 
information about its subject. Yet, as a comic, it is able to really exploit specific imaginative 
techniques normally associated with fictional representations. Although these techniques 
can sometimes deceive, Economix highlights that they can nonetheless also be cognitively 
valuable. Specifically, Economix has cognitive value because its extreme degree of 
manipulative control in emplotting the impact of neoliberal policies succinctly 
communicates the most crucial information about a historically complex development. 
Moreover, the comic also viscerally cues appropriate moral evaluation of economic policy 
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and its impact on the economy. Concretely, Economix rightfully cues moral allegiance with 
ordinary citizens and schoolchildren against complacent academics and politicians, 
indifferent tycoons and money-crazed stockholders. In doing so, Economix capitalises on 
techniques of what Noël Carroll has called さcriterial pre-focusingざ ふ2012, 378, original 
emphasis). Through criterial pre-aﾗI┌ゲゲｷﾐｪが デｴW IﾗﾏｷI さSWヮｷIデゲ ﾐ;ヴヴ;デｷ┗W W┗Wﾐデゲ ｷﾐ ; ┘;┞ 
that is pre-filtered emotively or pre-digested in its details so as to promote and then sustain 
IWヴデ;ｷﾐ Wﾏﾗデｷﾗﾐ;ﾉ ヴWゲヮﾗﾐゲWゲ ヴ;デｴWヴ デｴ;ﾐ ﾗデｴWヴゲざ ふC;ヴヴﾗﾉﾉ 2012, 378). Accordingly, these 
Wﾏﾗデｷﾗﾐ;ﾉ ヴWゲヮﾗﾐゲWゲが ┘ｴｷIｴ さゲｷ┣W ┌ヮ IｷヴI┌ﾏゲデ;ﾐIWゲ ;┌デﾗﾏ;デｷI;ﾉﾉ┞ざが I┌W ﾏﾗヴ;ﾉ W┗;ﾉ┌;デｷﾗﾐ H┞ 
さSヴ;┘ぷｷﾐｪへ ﾗ┌ヴ ;デデWﾐデｷﾗﾐ ケ┌ｷIﾆﾉ┞ ;ﾐS ゲｴ;ヴヮﾉ┞ デﾗ デｴW ヮWヴデｷﾐWﾐデ ﾏﾗヴ;ﾉ ┗;ヴｷ;HﾉWゲ ｷﾐ┗ﾗﾉ┗WSが 
weighing them differentially and subtly, thereby enabling us to assess and to understand 
デｴW ゲｷデ┌;デｷﾗﾐ ヴ;ヮｷSﾉ┞ ;ﾐS IﾉW;ヴﾉ┞ざ ふC;ヴヴﾗﾉﾉ ヲヰヱヲが ンΒヰぶく Iﾐ ﾗデｴWヴ ┘ﾗヴSゲが Economix passes moral 
judgement by capitalising on quick and dirty emotive processes of emplotment that appeal 
to the pre-reflexive mind. While problem cases like Bugs Bunny Nips the Nips highlight that 
such criterial pre-focusing can be epistemically malicious, Economix reveals it can 
nonetheless stimulate evaluation that is morally on target.  
At the same time, Economix has genuine cognitive and ethical value because it does not 
exclusively rely on quick and dirty emotive persuasion, but also develops more reflective 
arguments supported by peer-reviewed sources or empirically verifiable facts. In other 
words, although it exploits imaginative techniques associated with fiction, the comic also 
relies on methods typical of non-fiction in the service of safeguarding truth. Still, the real 
test of Economixげゲ cognitive merit is further investigation. In this respect, Young rightfully 
┘;ヴﾐゲ デｴ;デ さぷ;へﾐ┞ aﾗヴﾏ ﾗヴ ヴWヮヴWゲWﾐデ;デｷﾗﾐ I;ﾐ HW ﾏｷゲﾉW;Sｷﾐｪ ふぐぶ ぷ;ﾐSへ ﾐWWSゲ デﾗ HW デWゲデWSざ 
(2001, 91). Likewise, Gaut further specifies that in order to verify the truthfulness of a 
representation, whether it is fictional or non-aｷIデｷﾗﾐ;ﾉが さﾗﾐW ﾐWWSゲ デﾗ ｪﾗ ﾗ┌デゲｷSW デｴW デW┝デが 
research its generative conditｷﾗﾐゲが ;ﾐS ゲﾗ ;ヮヮW;ﾉ デﾗ W┝ヮWヴｷWﾐIWざ ふヲヰヰヵb, 443). Similarly, 
C;ヴヴﾗﾉﾉ ;SSゲ デｴ;デ さぷﾐへWｷデｴWヴ ; デ┞ヮｷI;ﾉ ﾐ;ヴヴ;デｷ┗W ┘ｷデｴ ヴWゲヮWIデ デﾗ ﾏﾗヴ;ﾉ ｷゲゲ┌Wゲ ﾐﾗヴ ; 
comparable moral argument is self-certifying. We need to evaluate both in terms of 
Hヴﾗ;SWヴ W┝ヮWヴｷWﾐIWざ ふヲヰヱヲが ンΒ1). In this respect, although quasi-realism argues that moral 
judgement is governed by the emotions, ethical deliberation is a far more reflective 
process, which may incorporate, but is certainly not exhausted by, quick and dirty 
emotional responses. Hence, criterial pre-aﾗI┌ゲｷﾐｪ ﾏ;┞ さゲデ;ヴデ デｴW Wﾏﾗデｷﾗﾐ;ﾉ H;ﾉﾉ ﾏﾗ┗ｷﾐｪざ 
but needs to be supplemented with careful moral deliberation (Carroll 2012, 380). In the 
case of Economix, further deliberation does substantiate its moral judgment. Specifically, 
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experience confirms that the neoliberal economic policies it critiques are at odds with the 
Humean common point of view, because they favour the monetary interests of a financial 
elite at the expense of public investments needed to sustain basic social rights, such as 
high-quality education.   
Crucially, while knowledge acquisition and ethical deliberation should always be a process 
of checks and balances, grounded in experience, extra alertness is warranted for the 
narrative thinking which characterises cartoons, caricatures and satire. Although it is a 
significant cognitive virtue of Economix to let us see the bigger picture about complex 
issues such as the impact of neoliberalism, its aesthetically pleasing succinctness should not 
seduce us into dismissing more detailed investigation. As Goodwin acknowledges at the 
end of Economixが さWWげ┗W Iﾗ┗WヴWS ; ﾉﾗデぐ B┌デ ┘Wげ┗W ;ﾉゲﾗ H;ヴWﾉ┞ ゲIヴ;デIｴWS デｴW ゲ┌ヴa;IWく I ｴﾗヮW 
you use this book as a foundation aﾗヴ a┌ヴデｴWヴ ヴW;Sｷﾐｪが ﾗHゲWヴ┗;デｷﾗﾐが ;ﾐS デｴｷﾐﾆｷﾐｪざ ふヲヰヱヲが 
291, original emphasis). This insight that representations like Economix have real cognitive 
value when they are complemented by further investigation is key to an appropriate 
evaluation of the cognitive value of satire as critique. Although good satire often 
supplements quick and dirty narrative thinking with more reflective deliberation and 
argumentation, it is not exhaustive. On the contrary, the specific epistemic virtue of satire is 
exactly that it sacrifices a level of detail through its extreme degree of manipulative control 
in emplotting, in order to highlight those features and relations which are most saliently 
relevant (see Wilson and Sperber 2002, 600-ヶヰヱぶく WｴWﾐ ｷデ SﾗWゲ ゲﾗ ゲ┌IIWゲゲa┌ﾉﾉ┞が ゲ;デｷヴWげゲ 
succinctness has the epistemic virtue of cognitive efficiency. Nevertheless, the cognitive 
function of satire remains akin to that of an introduction which requires further 
investigation or a particular take that needs to be nuanced. 
In this respect, the cognitive value of satire to critique is similar to that of aphorisms to 
philosophy. Ben Grant defines thW ;ヮｴﾗヴｷゲﾏ ;ゲ さ; ゲｴﾗヴデ ゲデ;デWﾏWﾐデ ┘ｴｷIｴ WﾐI;ヮゲ┌ﾉ;デWゲ ; 
デヴ┌デｴざ ふGヴ;ﾐデ ヲヰヱヶが ヲぶく Hｷｪｴﾉｷｪｴデｷﾐｪ ゲｷﾏｷﾉ;ヴ ｷﾏ;ｪｷﾐ;デｷ┗W デWIｴﾐｷケ┌Wゲ ;ゲ SｷゲI┌ゲゲWS ;Hﾗ┗Wが 
Gヴ;ﾐデ ヴWaWヴゲ デﾗ FヴW┌Sげゲ デｴWﾗヴ┞ ﾗa IﾗﾐSWﾐゲ;デｷﾗﾐ ｷﾐ SヴW;ﾏゲ ;ﾐS ﾃﾗﾆWゲ デﾗ Iﾉ;ヴｷa┞ さデｴW HヴW┗ｷデ┞ ﾗa 
the aphorism as so compressing thoughts, ideas, images, or words together as to bring 
;Hﾗ┌デ ; Iｴ;ﾐｪW ｷﾐ デｴW ヴWﾉ;デｷﾗﾐゲｴｷヮゲ HWデ┘WWﾐ デｴWﾏが ﾗヴ ｷﾐ デｴW ﾉﾗｪｷI デｴ;デ IﾗﾐﾐWIデゲ デｴWﾏざ 
ふヲヰヱヶが ヴΒぶく “ｷﾏｷﾉ;ヴﾉ┞ ;ヮヮﾉ┞ｷﾐｪ FヴW┌Sげゲ ｷSW;ゲ デﾗ I;ヴデﾗﾗﾐｷﾐｪ ;ﾐS I;ヴｷI;デ┌ヴｷﾐｪが GﾗﾏHヴｷIｴ ;ヴｪ┌WS 
デｴ;デ さIﾗﾐSWnsation, the telescoping of a whole chain of ideas into one pregnant image, is 
ｷﾐSWWS デｴW WゲゲWﾐIW ﾗa ┘ｷデざ ふヱΓヶンが ヱンヰぶく TｴW Iﾗｪﾐｷデｷ┗W ┗;ﾉ┌W ﾗa ゲ┌Iｴ ;ヮｴﾗヴｷゲデｷI ﾐ;ヴヴ;デｷ┗W 
thinking, which can offer an insightful perspective on complex issues, has been used to 
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ｪﾗﾗS ;S┗;ﾐデ;ｪW ｷﾐ ヮｴｷﾉﾗゲﾗヮｴ┞く T;ﾆW “ｷﾏﾗﾐ Bﾉ;IﾆH┌ヴﾐげゲ ｷﾐデヴﾗS┌Iデｷﾗﾐ デﾗ ヮｴｷﾉﾗゲﾗヮｴｷI;ﾉ 
debates about truth, in which he introduces ; さゲ┌HﾉｷﾏW デｴ┌ﾏHﾐ;ｷﾉ ゲﾆWデIｴざ SW┗WﾉﾗヮWS H┞ 
NｷWデ┣ゲIｴWが ┘ｴｷIｴ ゲ┌IIｷﾐIデﾉ┞ ゲ┌ﾏﾏ;ヴｷゲWゲ さデｴW WﾐデｷヴW ヮヴﾗｪヴWゲゲ ﾗa ﾏWデ;ヮｴ┞ゲｷIゲ ゲｷﾐIW デｴW デｷme 
ﾗa Pﾉ;デﾗざ ふヲヰヰ6, 79-80). This sublime thumbnail sketch is a short paragraph in aphoristic 
style, which Blackburn uses in his philosophical investigation of truth because it makes 
insightful connections between key aspects of an issue that could easily dazzle specialists 
with its complexity. Aデ デｴW ゲ;ﾏW デｷﾏWが NｷWデ┣ゲIｴWげゲ ;ヮｴﾗヴｷゲﾏ ﾗH┗ｷﾗ┌ゲﾉ┞ SﾗWゲ ﾐﾗデ W┝ｴ;┌ゲデ ;ﾉﾉ 
there is to know about the history of metaphysics, which is why Blackburn introduces it as a 
stepping-stone to more detailed philosophical investigation.  
“ｷﾏｷﾉ;ヴﾉ┞が ﾏ┞ I;ヴWa┌ﾉ Iﾗｪﾐｷデｷ┗ｷゲﾏ WﾐSﾗヴゲWゲ ;ヮヮヴ;ｷゲ;ﾉゲ ﾗa ゲ;デｷヴWげゲ Iﾗｪﾐｷデｷ┗W ┗;ﾉ┌W H┞ 
ゲ┌ヮヮﾗヴデWヴゲ ﾉｷﾆW JWaaヴW┞ Pく JﾗﾐWゲが ┘ｴﾗ Iﾉ;ｷﾏゲ デｴ;デ ｪﾗﾗS ゲ;デｷヴｷゲデゲ さゲデヴｷヮ ぷ;ﾐへ WﾐIﾗ┌ﾐデWヴ H;ヴW 
;ﾐS ﾗaaWヴ ┌ヮ デｴW WゲゲWﾐIW ﾗa ぷ;へ ゲｷデ┌;デｷﾗﾐざ ふヲヰヱヰが ヴぶく AaデWヴ ;ﾉﾉが LWﾐﾐ┞ Bヴ┌IWげゲ ゲ;デｷヴW ﾗa 
institutionalised Christianity does get to the heart of an important moral contradiction 
┘ｴｷIｴ SWWヮﾉ┞ ヮヴﾗHﾉWﾏ;デｷゲWゲ デｴW Wデｴﾗゲ ﾗa デｴW Cｴ┌ヴIｴく Cヴ┌Iｷ;ﾉﾉ┞が Bヴ┌IWげゲ ゲ;デｷヴW ｴ;ゲ ゲ┌Iｴ 
cognitive value because it is an exaggerated, simplified, selective and emotive 
representation. Bruce reduces the complexity of institutionalised Christianity to a simplified 
contradiction between the exaggerated opulence of contemporaneous clergy and the 
humble charity of Christ and Moses. Similarly, by contrasting the amplified poverty endured 
H┞ P┌Wヴデﾗ ‘ｷI;ﾐ ｷﾏﾏｷｪヴ;ﾐデゲ デﾗ デｴW ｪヴ;ﾐSW┌ヴ ﾗa “デ P;デヴｷIﾆげゲ C;デｴWSヴ;ﾉ, his satire viscerally 
cues appropriate moral allegiance. Still, albeit Bruce offers a perspective from which true 
knowledge can be derived, his representation must not be mistaken as exhaustive. Further 
ｷﾐ┗Wゲデｷｪ;デｷﾗﾐ ｷゲ ヴWケ┌ｷヴWS ﾐﾗデ ﾗﾐﾉ┞ デﾗ IﾗﾏヮﾉWﾏWﾐデ Bヴ┌IWげゲ ゲ;デｷヴW ┘ｷデｴ デｴW ;ヮヮヴﾗヮヴｷ;デW 
nuance that does justice to the sincere charity of many in the clergy, but also to establish 
whether his argument holds water when tested against information gathered from verified 
domains like history and philosophy. In conclusion, my careful cognitivism stipulates that 
satire can have significant cognitive value, as long as the knowledge it provides is 
complemented and tested by further inquiry.  In other words, we can learn some truths 
from Lenny Bruce, but not the exhaustive truth. 
Iﾐ IﾗﾐIﾉ┌ゲｷﾗﾐが ゲ┌ヮヮﾗヴデWヴゲ ﾗa ゲ;デｷヴWげゲ Iﾗｪﾐｷデｷ┗W ┗;ﾉ┌W ﾐWWS ﾐﾗデ HW ﾗ┗Wヴﾉ┞ IﾗﾐIWヴﾐWS デｴ;デ ｷデゲ 
fictional status impedes truthfulness. Albeit satire typically exploits a mental process of 
narrative thinking which utilises imaginative techniques that generate extremely 
manipulated representations, such narrative thinking can have significant cognitive value. 
Specifically, like cartoons and caricatures, satire can succinctly highlight key information 
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about complex issues, as well as viscerally cue appropriate moral allegiance. However, the 
quick and dirty processes exploited by such narrative thinking can also deceive. Supporters 
ﾗa ゲ;デｷヴWげゲ Iﾗｪﾐｷデｷ┗W ┗;ﾉ┌W ;ヴW デｴWヴWaﾗヴW ;S┗ｷゲWS デﾗ ｴWWS GﾗﾏHヴｷIｴげゲ ┘;ヴﾐｷﾐｪ デｴ;デ さぷデへｴW 
weapons [this psychological mechanism] contains can be used in good causes and sinister 
ﾗﾐWゲざ ふGﾗﾏHヴｷIｴ ヱΓヶンが ヱヴヲぶく Fﾗヴ デｴｷゲ ヴW;ゲﾗﾐが ﾆﾐﾗ┘ﾉWSｪW ;Iケ┌ｷゲｷデｷﾗﾐ aヴﾗﾏ ゲ;デｷヴW ゲｴﾗ┌ﾉS 
always be complemented by further investigation to verify correctness. Moreover, the 
cognitive value of satire is best understood as a foundation to more in-depth inquiry. Satire 
may offer a valuable perspective on an issue by highlighting the importance of previously 
unnoticed aspects or connections, but it does so at the cost of eliminating some level of 
detail and nuance. Concretely, while the satire of John Oliver and Samantha Bee is well-
researched and balanced, it does not develop exhaustive representations and needs to be 
complemented by more substantial and in-depth inquiries, including good investigative 
journalism and scholarship. For this reason, my careful cognitivism about satire may sound 
disappointing to supporters who had hoped for more extraordinary cognitive contributions 
of satire. Yet, my position does not dismiss the cognitive function of satire as negligible. In 
what follows now, I will highlight some modest but nonetheless distinct cognitive 
contributions of satire to a moral project of critique.  
6. SATIRICAL THOUGHT EXPERIMENTS  
The commonly fictional status of satire does not preclude its truthfulness but is nonetheless 
reason to exercise extra vigilance when learning from satire. Nevertheless, I now want to 
argue that, sometimes, the fictional status of satire actually fosters non-trivial learning in 
ways which would be unavailable when classified as non-fiction. Crucially, although both 
fictional and non-fictional representations can employ imaginative techniques, 
representations classified as fiction standardly have a license to exploit the imagination to a 
greater degree. Insofar as we stand to learn from the imagination, fiction therefore has the 
inherent potential to stimulate learning to a greater degree than non-fiction. In this regard, 
Berys Gaut h;ゲ ﾗ┌デﾉｷﾐWS ; さIﾗﾐデｷﾐ┌┌ﾏが ┘ｴWヴW ┘W ｪヴ;S┌;ﾉﾉ┞ ﾏﾗ┗W デﾗ┘;ヴSゲ ﾉｷデWヴ;ヴ┞どゲデ┞ﾉW 
devices, to help make those imaginings more vivid, precise and powerful, and at the same 
デｷﾏW ふﾐﾗデ IﾗｷﾐIｷSWﾐデ;ﾉﾉ┞ぶ ﾏﾗヴW Iﾗｪﾐｷデｷ┗Wﾉ┞ ｷﾐゲデヴ┌Iデｷ┗Wざ ふヲヰヰ7, 164). The crux is that because 
it is fiction, satire has a greater license to develop such literary-style techniques in the 
service of vivid imagination than if it were non-fiction. To be clear, these freedoms of fiction 
can also stimulate deception. The imagination only contributes to learning when it is to a 
certain extent disciplined (Gaut 2007, 155). Yet, while such discipline of the imagination is 
173 
 
common in non-fiction, it can similarly govern fiction, albeit typically less stringently (Gaut 
2007, 153). Even so, in these cases, fiction can, in some respects, stimulate learning in ways 
unavailable to non-fiction, because it has a license to develop imaginative techniques more 
fully.  
The imagination commonly contributes to learning. In particular, aestheticians have 
frequently discussed philosophical thought experiments to dismiss claims to the contrary 
(John 1998, 342; Gaut 2007, 160-161; Carroll 2002, 7). Some, like Catherine Elgin, have 
a┌ヴデｴWヴ ;ヴｪ┌WS デｴ;デ aｷIデｷﾗﾐゲ I;ﾐ a┌ﾐIデｷﾗﾐ ;ゲ さW┝デWﾐSWSが Wﾉ;Hﾗヴ;デW デｴﾗ┌ｪｴデ W┝ヮWヴｷﾏWﾐデゲざ 
(2014, 232ぶく “ヮWIｷaｷI;ﾉﾉ┞が Eﾉｪｷﾐ IﾗﾐデWﾐSゲ デｴ;デ さぷﾉへｷデWヴ;ヴ┞ ;ﾐS IｷﾐWﾏ;デｷI aｷIデｷﾗﾐゲ ｴWﾉヮ ┌ゲ ﾗ┌デざ 
┘ｴWﾐ ヮｴｷﾉﾗゲﾗヮｴｷI;ﾉ デｴﾗ┌ｪｴデ W┝ヮWヴｷﾏWﾐデゲ ;ヴW さゲﾗ ;┌ゲデWヴW デｴ;デ ｷﾐ デｴWｷヴ ヮｴｷﾉﾗゲﾗヮｴｷI;ﾉ ゲWデデｷﾐｪゲ 
┘W Sﾗ ﾐﾗデ ﾆﾐﾗ┘ ┘ｴ;デ デﾗ デｴｷﾐﾆざ ふヲヰヱヴが ヲンヶぶく Fﾗヴ デｴｷゲ ヴW;ゲﾗﾐが Eﾉｪｷﾐ W┝ヮﾉ;ｷﾐゲ デｴ;デ さデｴWヴW ｷゲ a 
Iﾗﾐデｷﾐ┌┌ﾏ ﾗa I;ゲWゲ aヴﾗﾏ M;┝┘Wﾉﾉげゲ SWﾏﾗﾐ ;ﾐS デヴﾗﾉﾉW┞ ヮヴﾗHﾉWﾏゲ デｴヴﾗ┌ｪｴ デｴW ﾏ┞デｴ ﾗa デｴW 
cave and Emile デﾗ けSｷS;IデｷI aｷIデｷﾗﾐゲげ ﾉｷﾆW Animal Farm and UﾐIﾉW Tﾗﾏげゲ C;Hｷﾐ, to 
Middlemarch and Oedipus Rexざ ふヲヰヱヴが ヲヴヰぶく “ｷﾏｷﾉ;ヴﾉ┞が G;┌デ ;ヴｪ┌Wゲ デｴ;デ デｴW ﾐﾗ┗Wﾉ “ﾗヮｴｷWげゲ 
Choice さSWヮﾉﾗ┞ゲ ｷﾐ a┌ﾉﾉ┞ SW┗WﾉﾗヮWS aﾗヴﾏ デｴW SW┗ｷIWゲ デｴ;デ ﾉｷW ｷﾐ WﾏHヴ┞ﾗﾐｷI aﾗヴﾏざ ｷﾐ ; デｴﾗ┌ｪｴデ 
experiment by Bernard Williams (Gaut 2007が ヱヶヴぶく YWデが ┘ｴWヴW;ゲ Eﾉｪｷﾐ さdoubt[s] that there is 
a sharp bﾗ┌ﾐS;ヴ┞ HWデ┘WWﾐ デｴﾗ┌ｪｴデ W┝ヮWヴｷﾏWﾐデゲが ゲデヴｷIデﾉ┞ ゲﾗ I;ﾉﾉWSが ;ﾐS ┘ﾗヴﾆゲ ﾗa aｷIデｷﾗﾐざが I 
do think there is a chief difference (2014, 240). Crucially, ordinary philosophical thought 
experiments should not be understood as fictional narratives in a non-fiction work. Instead, 
they are exercises of the imagination in a non-fiction context. Accordingly, philosophical 
thought experiments are goverened by different rules and expectations than fiction. For 
this reason, whatever added value fictions may have as extended thought experiments, 
they have this value exactly because their use of the imagination is not bound by the 
epistemic stringency of philosophy.  
For the record, I do not argue that fiction, including satire, overall stimulates better learning 
than philosophy or that it is itself philosophy. Instead, like Carroll, I argue that narrative 
aｷIデｷﾗﾐ I;ﾐ HW さゲ┌ヮヮﾉWﾏWﾐデ;ﾉざ デﾗ ヮｴｷﾉﾗゲﾗヮｴ┞ ふヲヰヱヲが ンΒヱぶが WゲヮWIｷ;ﾉﾉ┞ ﾏﾗヴ;ﾉ ヮｴｷﾉﾗゲﾗヮｴ┞が ;ﾐS 
;ｪヴWW デｴ;デ さデｴWヴW ｷゲ ﾐﾗ ヴW;ゲﾗﾐ デﾗ ﾗヮデ aﾗヴ ﾗﾐW ﾗa デｴWゲW ﾏWSｷ┌ﾏゲ ﾗa ﾏﾗヴ;ﾉ ┌ﾐSWヴゲデ;ﾐSｷﾐｪ ｷf 
┘W I;ﾐ ｴ;┗W Hﾗデｴざ ふヲヰヱヲが ンΒΑぶく LｷﾆW┘ｷゲWが I IﾗﾐI┌ヴ ┘ｷデｴ M┌ヴヴ;┞ “ﾏｷデｴ デｴ;デ さぷﾏへ;ﾐ┞ ┘ﾗヴﾆゲ ﾗa 
;ヴデ ;ヴW ヴｷｪｴデﾉ┞ ┗;ﾉ┌WS ｷﾐ Iﾗｪﾐｷデｷ┗W デWヴﾏゲ ふぐぶ ぷHへ┌デ ;ヴデ┘ﾗヴﾆゲ Sﾗ ﾐﾗデ ヮ┌ヴゲ┌W ﾗヴ ﾗaaWヴ ┌ゲ 
knowledge in the manner of philosophy, and we honor neither art nor philosophy by 
conflating or cross-dressing them (2016, 196). Certainly, insightful fictions can stimulate 
similar conceptual improvement as philosophical thought experiments (Carroll 2002, 11; 
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Jﾗｴﾐ ヱΓΓΒが ンンヲぶく YWデが デﾗ ;ヴｪ┌Wが ;ゲ Tｴﾗﾏ;ゲ W;ヴデWﾐHWヴｪ SﾗWゲが さデｴ;デが ｷa ┘W regard films as 
デｴﾗ┌ｪｴデ W┝ヮWヴｷﾏWﾐデゲが ┘W I;ﾐ ゲWW ｴﾗ┘ ﾐ;ヴヴ;デｷ┗W aｷIデｷﾗﾐ aｷﾉﾏゲ I;ﾐ Sﾗ ヮｴｷﾉﾗゲﾗヮｴ┞ざ ｷゲ デﾗ 
overlook principal contextual differences between fiction and philosophy (2016, 179). 
Philosophical thought experiments operate in a non-fictional context governed by 
stipulations and regulations alien to fiction (see Smith 2016, 187). These stipulations and 
regulations demand that philosophical thought experiments are embedded in a larger 
structure of formal argumentation typically absent in fiction. In other words, as opposed to 
fictional contexts, imaginative exercises do not stand by themselves in philosophy. 
Although some fictions are like philosophical thought experiments in isolation, they are 
therefore not strictly speaking philosophy.  
The contextual difference between thought experiments in philosophy and imaginative 
exercises in fiction entails different expectations and regulations. Concretely, Smith 
explains that in a fictional context, imaginative exercises have a particular license to 
entertain which they lack in philosophy (2006, 39). The point is not that philosophical 
thought experiments cannot be entertaining (Wartenberg 2016, 174) or even be 
philosophically better because they do so (Carroll 2002, 18). Yet, because it is non-fiction, 
philosophy does not have a similar licence as fiction to pursue entertainment for its own 
sake. Smith develops this distinction in terms of the difference between kinds of imagining 
standard to philosophy and fiction (2006, 39). Whereas philosophical thought experiments 
ゲデ;ﾐS;ヴSﾉ┞ SW┗Wﾉﾗヮ ｴ┞ヮﾗデｴWデｷI;ﾉ ｷﾏ;ｪｷﾐｷﾐｪ ┘ｴｷIｴ ｷﾐ┗ﾗﾉ┗Wゲ さヮﾗゲWぷｷﾐｪへ デｴW ヮﾗゲゲｷHｷﾉｷデ┞ ﾗa ゲﾗﾏW 
Iﾗ┌ﾐデWヴa;Iデ┌;ﾉ ｷﾐ ; ゲヮ;ヴW ;ﾐS ;Hゲデヴ;Iデ ┘;┞ざが aｷIデｷﾗﾐ ┌ゲ┌;ﾉﾉ┞ W┝ヮﾉﾗｷデゲ Sヴ;ﾏ;デｷI imagining 
┘ｴｷIｴ さｷﾐ┗ﾗﾉ┗Wゲ Wﾉ;Hﾗヴ;デｷﾐｪ ;ﾐS ヴ;ﾏｷa┞ｷﾐｪ デｴW H;ヴW Iﾗ┌ﾐデWヴa;Iデ┌;ﾉ ｷﾐ ﾗﾐW ﾗヴ ﾏﾗヴW ┘;┞ゲざ 
(Smith 2006, 39). According to Smith, whereas hypothetical imagining prudently serves the 
philosophical goal of conceptual investigation, dramatic imagination is apt to foster artistic 
qualities, including complexity and ambiguity, which are not only valued differently in 
ヮｴｷﾉﾗゲﾗヮｴ┞が H┌デ ﾏ;┞ W┗Wﾐ ﾏ;ヴ ヮｴｷﾉﾗゲﾗヮｴ┞げゲ WヮｷゲデWﾏｷI ヴWｪ┌ﾉ;デｷﾗﾐゲく Fﾗヴ デｴｷゲ ヴW;ゲﾗﾐが “ﾏｷデｴ 
IﾗﾐデWﾐSゲ デｴ;デ さﾐﾗ ﾏ;デデWヴ ｴﾗ┘ けヮｴｷﾉﾗゲﾗヮｴｷI;ﾉげ デｴW デｴWﾏW ﾗa ; ﾐ;ヴヴ;デｷ┗Wが デﾗ デｴW W┝デWﾐデ デｴ;デ ｷデ 
is designed as an artwork it is apt to ヮ┌デ ; ゲヮ;ﾐﾐWヴ ｷﾐ デｴW ヮｴｷﾉﾗゲﾗヮｴｷI;ﾉ ┘ﾗヴﾆゲざ ふヲヰヰヶが ヴヰぶく 
As a case in point, Diehl highlights that good satire may have cognitive value, but さｷﾐ ﾗヴSWヴ 
デﾗ ﾏWWデ デｴW ヴWケ┌ｷヴWﾏWﾐデ ﾗa Sｷゲヮﾉ;┞ｷﾐｪ ┘ｷデ ﾗヴ WﾐデWヴデ;ｷﾐｷﾐｪ デｴW ;┌SｷWﾐIWざ is also prone to 




Aデ デｴW ゲ;ﾏW デｷﾏWが “ﾏｷデｴげゲ ;IIﾗ┌ﾐデ SﾗWゲ grant, in principle, that fiction sometimes has 
specific cognitive virtues that philosophy lacks. Smith explains that dramatic imagining, 
┘ｴｷIｴ ゲデ;ﾐS;ヴSﾉ┞ Iｴ;ヴ;IデWヴｷゲWゲ aｷIデｷﾗﾐが ﾏ;ﾆWゲ ｷデ ゲﾗ さthat we are much more likely to be 
engaged emotionally than we would be if the same scenario were imagined in hypothetical 
a;ゲｴｷﾗﾐざ ふヲヰヰヶが ンΓ-40). Crucially, such emotional engagement can develop what Berys Gaut 
calls ; さIﾗｪﾐｷデｷ┗W-;aaWIデｷ┗W ヮWヴゲWヮWIデｷ┗W ﾗﾐデﾗ デｴW ┘ﾗヴﾉSざ ┘ｴｷIｴ ｷゲ ;HﾉW さデﾗ Hヴｷﾐｪ ｴﾗﾏW ;ﾐ 
understanding of the world through affeIデｷ┗W ﾏW;ﾐゲざ ふG;┌デ ヲヰヰ7, 171). In other words, 
Gaut argues that narratives have a cognitive-affective dimension because they can engage 
the emotions in the function of acquiring knowledge. For this reason, some philosophers 
have acknowledged that さゲﾗﾏW デ┞ヮical narratives would appear to have differential 
;S┗;ﾐデ;ｪWゲ ﾗ┗Wヴ ﾏﾗヴ;ﾉ デｴWﾗヴ┞ aﾗヴ ゲﾗﾏW ヮ┌ヴヮﾗゲWゲざ ふC;ヴヴﾗﾉﾉ ヲヰヱヲが ンΒヱぶく Mﾗゲデ ヮヴﾗﾏｷﾐWﾐデﾉ┞が 
M;ヴデｴ; N┌ゲゲH;┌ﾏ ｴ;ゲ デ┌ヴﾐWS デﾗ ﾉｷデWヴ;ヴ┞ aｷIデｷﾗﾐ HWI;┌ゲW ﾏﾗヴ;ﾉ ヮｴｷﾉﾗゲﾗヮｴ┞ ｷゲ Iﾗﾏﾏﾗﾐﾉ┞ さ; 
written form that expresses only intellectual activity and addresses itself only to the 
ｷﾐデWﾉﾉWIデ ﾗa デｴW ヴW;SWヴざ ふヱΓΓヰが Βぶく AIIﾗヴSｷﾐｪﾉ┞が Nussbaum explains that the style of 
philosophy insufficiently ;Iﾆﾐﾗ┘ﾉWSｪWゲ デｴ;デ さヮﾗ┘Wヴa┌ﾉ Wﾏﾗデｷﾗﾐゲ ｴ;┗W ;ﾐ ｷヴヴWS┌IｷHﾉ┞ 
important cognitive role to playざが WゲヮWIｷ;ﾉﾉ┞ ｷﾐ ﾏﾗヴ;ﾉ WS┌I;デｷﾗﾐ ふN┌ゲゲH;┌ﾏ ヱΓΓヰが Βぶく Oﾐ デｴW 
ground of their exceptional contributions to moral education, Nussbaum argues that 
さIWヴデ;ｷﾐ ﾐﾗ┗Wﾉゲ ;ヴW ｷヴヴWヮﾉ;IW;Hﾉ┞ ┘ﾗヴﾆゲ ﾗa ﾏﾗヴ;ﾉ ヮｴｷﾉﾗゲﾗヮｴ┞ざ ふヱΓΓヰが ヱヴΒぶく YWデが ┘ｴｷﾉW “ﾏｷデｴ 
does not dismiss the potential moral impact of cognitive-affective imagination in fiction, he 
ゲIWヮデｷI;ﾉﾉ┞ ┘ﾗﾐSWヴゲ ┘ｴWデｴWヴ ゲ┌Iｴ aｷIデｷﾗﾐ さis to count as a kind of moral philosophy, or 
whether it is more aptly regarded as an extension of ordinary moral W┝ヮWヴｷWﾐIWざ (2010, 
original emphasis). Pace Nussbaum, the pivot is exactly that fiction has particular affective-
cognitive value because it is not philosophy, for it were, it would be bound by the same 
stipulations and regulations of non-fiction that problematise imaginative engagement in 
philosophy in the first place.  
The affective-cognitive advantages afforded by the liberties of fiction are crucial to 
appreciate the cognitive value of satire to critique. Occasionally, these fictional advantages 
have also been exploited by philosophers themselves, in philosophical fictions like Vﾗﾉデ;ｷヴWげゲ 
Candide or novels by Iris Murdoch and Albert Camus. Yet, although these fictions develop 
philosophically significant thought, they only really constitute philosophy when 
complemented by traditional philosophical methods, either by the authors themselves or 
by philosophical exegetes. Similarly, satire may complement moral philosophy and critique, 
but is not by itself philosophy. Crucially, exactly because satire is not philosophy, but fiction, 
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the genre has a license to develop fantastical scenarios to a richer degree than thought 
experiments in philosophical non-fiction. In this respect, while satire may be realistic (Matz 
2014; Wight 1964 [1936], 7), Northrop Fry has highlighted the prevalence of さa;ﾐデ;ゲ┞ or a 
sense of the grotesque or ;Hゲ┌ヴSざ in the genre (1957, 223). Focussing on fantasy in satire, I 
will analyse South Parkげゲ さTｴW HﾗHHｷデざ ふヲヰヱンぶ ;ゲ ; a;ﾐデ;ゲデｷI;ﾉ ;ﾐ;ﾉﾗｪ┞が M;ヴｪ;ヴWデ Aデ┘ﾗﾗSげゲ 
TｴW H;ﾐSﾏ;ｷSげゲ Tale (1985) as a fantastical prediction and Neill Bﾉﾗﾏﾆ;ﾏヮげゲ District 9 
(2009) as a fantastical counterfactual. Each of these fantastical satires, in some respect, 
exploits the liberties of fiction to foster learning through the imagination in ways 
unavailable to thought experiments in philosophy. To be clear, this position does not deny 
that, in many other respects, philosophy has greater cognitive value than satire, but 
ﾐﾗﾐWデｴWﾉWゲゲ ﾉWｪｷデｷﾏｷゲWゲ デｴW ｪWﾐヴWげゲ significant cognitive value in a moral project of critique.    
My first case study is the final episode of South Parkげゲ ゲW┗WﾐデWWﾐデｴ ゲW;ゲﾗﾐが さTｴW HﾗHHｷデざく Iﾐ 
some fan circles, this episode was praised as さデｴW ゲWヴｷWゲげ ﾏﾗゲデ Hｷデｷﾐｪ ゲﾗcial satire of the 
whole seasonざ (Crow 2013). “ヮWIｷaｷI;ﾉﾉ┞が さTｴW HﾗHHｷデざ satirises the effect of Photoshopped 
imagery on the self-esteem and well-being of young girls and women. I will argue that this 
episode has non-trivial cognitive value to a moral project of critique. In other words, even if 
one already knows that Photoshopped imagery is morally wrong, one nonetheless stands to 
ﾉW;ヴﾐ aヴﾗﾏ ｴﾗ┘ デｴW ｷゲゲ┌W ｷゲ ;SSヴWゲゲWS ｷﾐ さTｴW HﾗHHｷデざく Iﾐ ヮ;ヴデｷI┌ﾉ;ヴが South Parkげゲ ゲ;デｷヴW ｴ;ゲ 
cognitive value because it develops various analogies that highlight salient aspects of the 
problematic of Photoshopped imagery. In this respect, South Parkげゲ さTｴW HﾗHHｷデざ ｷゲ ﾐﾗデ 
unlike some philosophical thought experiments, including Judith Jarvis Thomゲﾗﾐげゲ ┗ｷﾗﾉｷﾐｷゲデ 
;ヴｪ┌ﾏWﾐデ ｷﾐ さA DWaWﾐIW ﾗa AHﾗヴデｷﾗﾐざ (1971, 48-49). In this short thought experiment, Jarvis 
Thomson aims to make it plausible that abortion can be justified by developing an analogy 
for unwanted pregnancy. Concretely, we are supposed to imagine how we would react if a 
famous violinist has been attached to our body without our consent and is using our 
physical resources to stay alive for a period of nine months, after which he will be cured 
and disconnected. Intuitively, we are supposed to respond that we have no obligation to 
ゲ┌ゲデ;ｷﾐ デｴW ┗ｷﾗﾉｷﾐｷゲデげゲ ﾉｷaW aﾗヴ ﾐｷﾐW ﾏﾗﾐデｴゲ ;ﾐS Sヴ;┘ ;ﾐ;ﾉﾗｪﾗ┌ゲ IﾗﾐIﾉ┌ゲｷﾗﾐゲ for relevant 
pregnancies.    
Hﾗ┘W┗Wヴが ┘ｴWヴW;ゲ ┌ゲW ﾗa デｴW ｷﾏ;ｪｷﾐ;デｷﾗﾐ ｷﾐ J;ヴ┗ｷゲ Tｴﾗﾏゲﾗﾐげゲ デｴﾗ┌ｪｴデ W┝ヮWヴｷﾏWﾐデ ｷゲ 
disciplined and austere, South Parkげゲ ｷﾏ;ｪｷﾐ;デｷ┗W ;ﾐ;ﾉﾗｪｷWゲ ;ヴW Iｴ;ヴ;IデWヴｷゲデｷI;ﾉﾉ┞ ヴ;┌ﾐIｴ┞ 
and, at times, morally ambiguous. As argued by Diehl, ゲ┌Iｴ ;ﾏHｷｪ┌ｷデ┞ ｷﾐ ゲ;デｷヴW さデ┞ヮｷI;ﾉﾉ┞ 
results in features that are considered philosophical deficiencies but which are nonetheless 
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embraced as positive features of the work [qua ゲ;デｷヴWへざが ｷﾐIﾉ┌Sｷﾐｪ さﾃﾗ┞ﾗ┌ゲ ad hominem 
;デデ;Iﾆぷゲへざ ふヲヰヱンが ンヱΓぶく YWデが ;ﾉデｴﾗ┌ｪｴ I ;gree that South Parkげゲ ヴ;┌ﾐIｴｷﾐWゲゲ ｪWﾐWヴ;デWゲ 
philosophical deficiencies, I argue it also stimulates learning in ways philosophical thought 
experiments could not, exactly because its use of the imagination is not similarly 
disciplined. In other words, I take seriously M;デデｴW┘ KｷWヴ;ﾐげゲ ゲ┌ｪｪWゲデｷﾗﾐ デｴ;デ さﾏﾗヴ;ﾉﾉ┞ 
S┌Hｷﾗ┌ゲ Sｷゲデﾗヴデｷﾗﾐゲざ ｷﾐ ゲ;デｷヴW ﾏ;┞が ｷﾐ ゲﾗﾏW ヴWゲヮWIデゲが ゲｷｪﾐｷaｷI;ﾐデﾉ┞ IﾗﾐデヴｷH┌デW デﾗ Iヴｷデｷケ┌W 
(2005, 181). My exploration of this suggestion through South Parkげゲ さTｴW HﾗHHｷデざ ｷゲ ｷﾐ ﾉｷﾐW 
with the careful cognitivism about satire developed above. 
TｴW ゲデﾗヴ┞ ﾗa さTｴW HﾗHHｷデざ aﾗI┌ゲWゲ ﾗﾐ デｴW HﾗS┞ ｷﾏ;ｪW ﾗa ﾐｷﾐW-year old Lisa Berger, a 
member of the South Park Elementary cheerleading squad. Lisa lethargically complains that 
さぷWへ┗Wヴ┞ IｴWWヴﾉW;Sｷﾐｪ ゲケ┌;S ｴ;ゲ けデｴW a;デ ┌ｪﾉ┞ IｴWWヴﾉW;SWヴげ ;ﾐS デｴ;デげゲ ﾏWくざ Iﾐ ヴWゲヮﾗﾐゲWが デｴW 
squad captain, Wendy Testaburger, retorts that Lｷゲ; ゲｷﾏヮﾉ┞ ゲ┌aaWヴゲ aヴﾗﾏ さ; H;S ゲWﾉa-ｷﾏ;ｪWざ 
;ﾐS ゲｴﾗ┌ﾉS ｪﾗ ﾗﾐ ; S;デWが ┘ｴｷIｴ ┘ﾗ┌ﾉS Sﾗ さ┘ﾗﾐSWヴゲ aﾗヴ ぷｴWヴへ IﾗﾐaｷSWﾐIWくざ Hﾗ┘W┗Wヴが ┘ｴWﾐ 
Lisa asks a boy out she likesが B┌デデWヴゲ “デﾗデIｴが ｴW ﾗHﾉｷ┗ｷﾗ┌ゲﾉ┞ ヴWゲヮﾗﾐSゲが さI ;ヮヮヴWIｷ;デW デｴW ﾗaaWヴが 
H┌デ ┞ﾗ┌げヴW デﾗﾗ a;デ aﾗヴ ﾏWくざ AaデWヴ ｴW;ヴｷﾐｪ ┘ｴ;デ ｴ;ヮヮWﾐWSが WWﾐS┞ ;ﾐｪヴｷﾉ┞ Iﾗﾐaヴﾗﾐデゲ B┌デデWヴゲ 
and shouts ;デ ｴｷﾏ デｴ;デ Lｷゲ; ｷゲ さ; ﾉｷデデﾉW ﾗ┗Wヴ┘Wｷｪｴデが H┌デ デｴ;デげゲ ヮヴWデデ┞ ﾐﾗヴﾏ;ﾉ aﾗヴ ; ｪｷヴﾉ ｷﾐ デｴW 
fouヴデｴ ｪヴ;SWぁざ B┌デデWヴゲ ゲデW;Sa;ゲデﾉ┞ ヴWゲヮﾗﾐSゲが さKｷﾏ K;ヴS;ゲｴｷ;ﾐ ｷゲ ゲﾆｷﾐﾐ┞ ;ﾐS ゲｴW ﾃ┌ゲデ ｴ;S ; 
H;H┞ぁざ HW Iﾗﾐデｷﾐ┌Wゲが さI ｴ;┗W ; SｷaaWヴWﾐデ ゲデ;ﾐS;ヴS ┘ｴWﾐ ｷデ IﾗﾏWゲ デﾗ ﾏ┞ ┘ﾗﾏWﾐく I ┘;ﾐデ ; 
┘ﾗﾏ;ﾐ ┘ｴﾗ デ;ﾆWゲ I;ヴW ﾗa ｴWヴゲWﾉa ;ﾐS ﾆﾐﾗ┘ゲ ｴﾗ┘ デﾗ ﾉﾗﾗﾆ ｪﾗﾗSが ┘ｴﾗげゲ ｪﾗデ ヮWヴaWIデ ゲﾆｷﾐ and 
ﾐﾗ ゲヮﾉﾗデIｴWゲ ﾗﾐ ｴWヴ ﾉWｪゲが ;ﾐS ヮWヴaWIデ W┗Wヴ┞デｴｷﾐｪざく B;aaﾉWS ;ﾐS a┌ヴｷﾗ┌ゲが WWﾐS┞ ヴWゲヮﾗﾐSゲが 
さTｴｷゲ ｷゲ ; a;ﾐデ;ゲ┞が ┞ﾗ┌ ﾏﾗヴﾗﾐぁ H;┗W ┞ﾗ┌ W┗Wヴ ｴW;ヴS ﾗa Pｴﾗデﾗゲｴﾗヮいぁ Kｷﾏ K;ヴS;ゲｴｷ;ﾐ ｷゲ ; 
short, overweight woman who manipulates her image and makes average girls feel horrible 
;Hﾗ┌デ デｴWﾏゲWﾉ┗Wゲぁ Lﾗﾗﾆ ｷデ ┌ヮが ゲデ┌ヮｷSぁ Iﾐ ヴW;ﾉ ﾉｷaWが Kｷﾏ K;ヴS;ゲｴｷ;ﾐ ｴ;ゲ デｴW HﾗS┞ ﾗa ; ｴﾗHHｷデぁざ 
Afterwards, Butters informs the school councillor, Mr Mackey. Surprisingly, the councillor 
ゲｷSWゲ ┘ｷデｴ B┌デデWヴゲ ;ﾐS ヴWヮヴｷﾏ;ﾐSゲ WWﾐS┞ aﾗヴ ｴ;┗ｷﾐｪ さI;ﾉﾉWS B┌デデWヴゲげ ｪｷヴﾉaヴｷWﾐS ; ｴﾗHHｷデくざ 
Dｷゲﾏｷゲゲｷﾐｪ WWﾐS┞げゲ SWaWﾐIW デｴ;デ ゲｴW ｷゲ さデｴW HｷｪｪWゲデ aWﾏｷﾐｷゲデ ｷﾐ デｴｷゲ ゲIｴﾗﾗﾉざが Mヴ M;IﾆW┞ 
ｷｪﾐﾗヴ;ﾐデﾉ┞ Hヴ;ﾐSゲ ｴWヴ さ; ｴ;デWヴざが ┘ｴﾗ ｷゲ さﾃWﾉﾉ┞ざ ﾗa Kｷﾏ K;ヴS;ゲｴｷ;ﾐげゲ ﾉﾗﾗﾆゲ ;ﾐS ゲ┌IIWゲゲく  
TｴW ゲ;デｷヴW ﾗa さTｴW HﾗHHｷデざ デ;ヴｪWデゲ デｴW ヮヴﾗHﾉWﾏ;デｷI of Photoshopped imagery by developing 
various analogies between the storyworld of South Park and contemporary society. Its 
critique focuses on Kim Kardashian, who had recently appeared in a music video of her 
then-fiancé Kayne West, with her post-pregnancy weight airbrushed away in 
postproduction. Through the woes of Lisa Berger, South Park investigates the effect of such 
manipulative media practices on the self-esteem of young girls and women. Butters, a 
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notoriously naïve character in South Park, is a stand-in for unreflective heterosexual boys 
and men who are fooled by the standards of female beauty imposed by Photoshopped 
imagery. Similarly, Mr Mackey, who has a track record of incompetence as a school 
councillor, represents the qualified authorities who have failed to adequately respond to 
the issue. Finally, the predicament of Wendy, always the voice of progressive reason in 
South Park, is analogous to feminists whose appropriate critique of Photoshop is 
sometimes perversely dismissed as sexual jealousy. These satirical analogies are further 
developed when Wendy shows Butters how easy it would be to turn Lisa Berger into a けhot 
bimboげ using Photoshop. However, mistaking the Photoshopped image for the real Lisa, 
Butters now desperately wants to take her out on a date. Yet, he is too late. After the 
Photoshopped picture went viral, Lisa is already dating another boy, Clyde. Ironically, Clyde 
┘;ゲ ;ﾏﾗﾐｪ デｴW Hﾗ┞ゲ ┘ｴﾗ ｴ;S ヮヴW┗ｷﾗ┌ゲﾉ┞ ﾏﾗIﾆWS B┌デデWヴゲ HWI;┌ゲW ｴW さｪﾗデ ;ゲﾆWS ﾗ┌デ H┞ ; a;デ 
ｪｷヴﾉざ ふaｷｪく ヱンぶく  
 
Figure 13 
NW┗WヴデｴWﾉWゲゲが ｴW ﾐﾗ┘ ｪﾉWWa┌ﾉﾉ┞ ヮ;ヴ;SWゲ Lｷゲ;げゲ PｴﾗデﾗゲｴﾗヮヮWS ｷﾏ;ｪW ;ヴﾗ┌ﾐS デｴW ゲIｴﾗﾗﾉが 





The analogy between the problematic of Photoshopped imagery in contemporary society 
and the storyworld of South Park is witty as well as insightful. Amplifying the absurdity of 
Pｴﾗデﾗゲｴﾗヮげゲ ケ┌;ゲｷ-magic spell on society, the simplicity of character motives and plot 
SW┗WﾉﾗヮﾏWﾐデ ｷﾐ さTｴW HﾗHHｷデざが ;ﾉﾗﾐｪゲｷSW デｴW W┝;ｪｪWヴ;デWS ヴWゲヮﾗﾐゲWゲ ﾗa ; aW┘ ゲWﾉWIデWS 
characters in the South Park universe, is both aesthetically and cognitively successful. At the 
same time, some imaginative techniques associated with satirical narr;デｷ┗W デｴｷﾐﾆｷﾐｪ ｷﾐ さTｴW 
HﾗHHｷデざ ;ヴW ﾏﾗヴ;ﾉﾉ┞ ;ﾏHｷｪ┌ﾗ┌ゲ ;ﾐS ヮｴｷﾉﾗゲﾗヮｴｷI;ﾉﾉ┞ SWaｷIｷWﾐデく Fﾗヴ ﾗﾐWが WWﾐS┞げゲ Iﾗﾏヮ;ヴｷゲﾗﾐ 
of Kim Kardashian to a hobbit is not only an ad hominem attack, but mean-spirited. Still, not 
only is this visceral comparison funny, but it also emotionally cues the appropriate moral 
W┗;ﾉ┌;デｷﾗﾐ ﾗa K;ヴS;ゲｴｷ;ﾐげゲ PｴﾗデﾗゲｴﾗヮヮWS SWIWｷデく “ｷﾏｷﾉ;ヴﾉ┞が ;ﾉデｴﾗ┌ｪｴ デｴW I;ヴｷI;デ┌ヴ;ﾉ 
representation of Lisa Berger criterially pre-focuses an appropriately sympathetic response, 
it may also perpetuate exclusive beauty standards of its own. Not only is Lisa designed to 
look unattractive, but, most ambiguously, although somewhat overweight, she is not fat. 
TｴW ヴWﾉ;デｷ┗W ゲ;ﾏWﾐWゲゲ ﾗa Lｷゲ;げゲ HﾗS┞ ゲｷ┣W デﾗ ﾗデｴWヴ Iｴ;ヴ;IデWヴゲ ｷﾐ South Park serves exactly to 
highlight the absurdiデ┞ ﾗa B┌デデWヴゲげゲ ﾃ┌SｪﾏWﾐデ ;ﾐS デｴW ヮWヴﾐｷIｷﾗ┌ゲﾐWゲゲ ﾗa ;WゲデｴWデｷI ゲデ;ﾐS;ヴSゲ 
perpetuated by Photoshopped imagery. Yet, South Parkげゲ ヴWヮヴWゲWﾐデ;デｷﾗﾐ ﾗa Lｷゲ; BWヴｪWヴ ;ゲ 
only overweight may ironically also constitute a form of けa;デ ﾗヮヮヴWゲゲｷﾗﾐげ (Eaton 2016), 
especially in contrast to the body of Eric Cartman, whose physical largeness is connected to 
his insatiable greed and downright nastiness. This symbolic immorality of fatness is further 
W┝ヮﾉﾗｷデWS ｷﾐ さTｴW HﾗHHｷデざ ┘ｴWﾐ ;ﾐ ｷﾐIヴW;ゲｷﾐｪﾉ┞ IWﾉWHヴｷデ┞-like Lisa Berger comes to feel 




As Lisa Berger develops from a victim of Photo-shopped imagery to a celebrity-like bully, 
her body transforms from overweight to fat. Although morally ambiguous, this 
transformation is crucial in the development of South Parkげゲ ｷﾐゲｷｪｴデa┌ﾉ Iヴｷデｷケ┌W ﾗa ﾐWﾗﾉｷHWヴ;ﾉ 
meritocracy, which the cartoon reveals as sustaining Photoshopped standards of beauty. 
WｴWﾐ デｴW ﾗデｴWヴ IｴWWヴﾉW;SWヴゲ W┝ヮヴWゲゲ ;ﾐﾐﾗ┞;ﾐIW ;デ Lｷゲ;げゲ ﾐW┘ﾉ┞-found popularity, she 
IﾗﾐゲﾗﾉWゲ デｴWﾏ H┞ ;S┗ｷゲｷﾐｪが さぷｷへa ┞ﾗ┌ ┘;ﾐデ デﾗ ﾉﾗﾗﾆ ヴW;ﾉﾉ┞ ｴﾗデが ﾉｷﾆW ﾏWが ┞ﾗ┌ ﾃ┌ゲデ ｪﾗデ デﾗ HW 
┘ｷﾉﾉｷﾐｪ デﾗ ゲ┘W;デく GWデ Sﾗ┘ﾐ デﾗ デｴW ｪ┞ﾏ ;ﾐS ┘ﾗヴﾆぁざ Hﾗ┘W┗Wヴが ｴWヴ ;S┗ｷIW ｷゲ ｷヴﾗﾐｷI;ﾉﾉ┞ 
undercut by the layers of fat bulging out of her skimpy outfit, viscerally triggering aesthetic 
disgust and moral antipathy (fig. 15). This transformed representation of Lisa links to a 
ヮ;ヴﾗS┞ ﾗa BヴｷデﾐW┞ “ヮW;ヴゲげゲ さWork Bitchざ (2013), in which the similarly scantily dressed 
celebrity proclaims, さYﾗ┌ ┘;ﾐﾐ; ｴﾗデ HﾗS┞い Yﾗ┌ ┘;ﾐﾐ; B┌ｪatti? You wanna Maserati? You 
HWデデWヴ ┘ﾗヴﾆ HｷデIｴぁざ ふaｷｪく ヱヶぶく Tｴヴﾗ┌ｪｴ Lｷゲ;げゲ ｪヴﾗデWゲケ┌W ヴWヮヴWゲWﾐデ;デｷﾗﾐが South Parkげゲ ゲ;デｷヴｷI;ﾉ 
ヮ;ヴﾗS┞ ┗ｷゲ┌;ﾉﾉ┞ ┌ﾐSWヴﾏｷﾐWゲ デｴW デヴ┌デｴa┌ﾉﾐWゲゲ ﾗa “ヮW;ヴゲげ ﾏWヴｷデﾗIヴ;デｷI IヴWSﾗ デｴ;デ ; ｴﾗデ HﾗS┞ 
and its associated material riches are thW ;ヮヮヴﾗヮヴｷ;デW ヴW┘;ヴS ﾗa ｴ;ヴS ┘ﾗヴﾆく IﾐゲデW;Sが Lｷゲ;げゲ 
fat body signals deceit, highlighting the undeservedness of her popularity rooted in 
manipulated images, analogous to Spears and other celebrities. Albeit this symbolic 
association between fatness and immorality is morally problematic, it nonetheless is a 
Iﾗﾐゲデｷデ┌デｷ┗W ヮ;ヴデ ﾗa ; ゲ┌IIWゲゲa┌ﾉ Iヴｷデｷケ┌W ﾗa PｴﾗデﾗゲｴﾗヮヮWS ｷﾏ;ｪWヴ┞ ｷﾐ さTｴW HﾗHHｷデざく  
 




                                                     
Figure 16 
South Parkげゲ ゲ;デｷヴｷI;ﾉ ヮ;ヴﾗS┞ ﾗa BヴｷデﾐW┞ “ヮW;ヴゲげゲ さWork Bitchざ ｷゲ ﾐﾗデ ﾗﾐﾉ┞ ゲ┌IIWゲゲa┌ﾉ ;ゲ 
entertainment, but also as critique of a pressing issue. Professional media critics generally 
ヮヴ;ｷゲWS “ヮW;ヴゲげ さIﾉ┌H ﾃ;ﾏ ;Hﾗ┌デ ｪﾗﾗS ┘ﾗヴﾆ WデｴｷIざ (Kessler 2013)が a┌ヴデｴWヴ ｪｷ┗ｷﾐｪ さBヴｷデ ;ﾐ けAげ 
aﾗヴ けAHゲくげざ (Roschke 2013) aﾗヴ ; ┗ｷSWﾗ Iﾉｷヮ さｷﾐ ┘ｴｷIｴ “ヮW;ヴゲ ゲｴﾗ┘ゲ ﾗaa ｴWヴ Hｷﾆｷﾐｷ HﾗS┞ざ 
(Sundstrom 2013)く Mﾗゲデ Sｷゲデ┌ヴHｷﾐｪﾉ┞が さWﾗヴﾆ BiデIｴざ ┘;ゲ Iﾗ-opted into a questionable 
aWﾏｷﾐｷゲデ ヮヴﾗﾃWIデが ;ゲ ﾗﾐW IヴｷデｷI ;ヴｪ┌WS デｴ;デ さデｴW ゲﾗﾐｪ ｷゲ ;Hﾗ┌デ デｴW a;Iデ デｴ;デ women can and 
should work hard and find successざ (Highfill 2013). South Park successfully critiques the 
pernicious meritocratic ideal which sustains the celebration of unattainable standards of 
physical beauty by succinctly revealing its fakeness, rooted in Photoshop and other 
manipulative techniques in postproduction. South Parkげゲ ヮ;ヴﾗS┞ ﾗa さWork Bitchざ a┌ヴデｴWヴ 
juxtaposes images of Lisa showing off her fat body to the other cheerleaders manipulating 
their prepubescent bodies into sexualised objects. Through this montage of young girls 
け┘ﾗヴﾆｷﾐｪ ﾗ┌デげ ﾗﾐ Pｴﾗデﾗゲｴﾗヮが South Park not only accuses Photoshopped imagery of 
perverting childhood, but also cultivating racism and ableism. Specifically, in a reduction to 
;Hゲ┌ヴSｷデ┞ ﾗa ゲﾗIｷWデ┞げゲ ﾗHゲWゲゲｷﾗﾐ ┘ｷデｴ ;ｷヴHヴ┌ゲｴｷﾐｪ ゲo-called aesthetic imperfections, a 
picture of a black cheerleader, Nicole, is shown to be whitewashed on Photoshop, as her 
dark skin colour is toned down and her frizzy hair straightened (fig. 17). Similarly, Timmy, a 
boy in a motorized wheelchair, is stripped of his mental and physical handicaps as if they 
were aesthetic imperfections (fig. 18). In this manner, South Park succinctly and insightfully 




                            
Figure 17 
 
                            
Figure 18 
South Parkげゲ さTｴW HﾗHHｷデざ ｷゲ ; ゲ┌IIWゲゲa┌ﾉ ゲ;デｷヴWが ｷﾐ ┘ｴｷIｴ ;WゲデｴWデｷI ;ﾐS WデｴｷI;ﾉ ┗;ﾉ┌W 
Iﾗﾐデｷﾐ┌ﾗ┌ゲﾉ┞ ｷﾐデWヴ;Iデ ｷﾐ a┌ﾉaｷﾉﾏWﾐデ ﾗa デｴW ｪWﾐヴWげゲ ヮ┌ヴヮﾗゲW デﾗ Iヴｷデｷケ┌W ;ﾐS WﾐデWヴデ;ｷﾐく GヴW;デﾉ┞ 
developing thW ﾏWSｷ┌ﾏ ﾗa デｴW ;ﾐｷﾏ;デWS I;ヴデﾗﾗﾐが デｴW ゲ;デｷヴW ﾗa さTｴW HﾗHHｷデざ SﾗWゲ ﾐﾗデ ﾗﾐﾉ┞ 
deliver unexalted pleasures, but also has non-trivial cognitive value to a moral project of 
critique. Through extremely selective, simplified, exaggerated and emotive emplotment, 
South Park highlights salient aspects and intricate connections underpinning the 
problematic of Photoshopped imagery. The satire does not simply dismiss Photoshopped 
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imagery as morally wrong, which would be rather trivial, but visually captures the absurdity 
of its continued appeal, alongside its entanglement with the pernicious values of 
meritocratic neoliberalism. Moreover, exploiting the quick and dirty processes of satirical 
narrative thinking, South Parkげゲ Iヴｷデｷケ┌W I;ヮｷデ;ﾉｷゲWゲ ﾗﾐ デｴW WヮｷゲデWﾏｷI ┗ｷヴデ┌W ﾗa ゲ┌IIｷﾐIデﾐWゲゲく 
AﾉHWｷデ デｴW Iﾗｪﾐｷデｷ┗W IﾗﾐデヴｷH┌デｷﾗﾐ ﾗa さTｴW HﾗHHｷデざ デﾗ ; ﾏﾗヴ;ﾉ ヮヴﾗﾃWIデ ﾗa Iヴｷデｷケ┌W ｷゲ ┌ﾉデｷﾏ;デWﾉ┞ 
moderate and requires further (philosophical) investigation, the satire nonetheless has 
distinct value as a neat introduction and sharp perspective, much like a philosophical 
aphorism. Interestingly, South Parkげゲ ゲ;デｷヴW ｴ;ゲ デｴｷゲ ゲヮWIｷaｷI Iﾗｪﾐｷデｷ┗W ┗;ﾉ┌W HWI;┌ゲW ｷデ I;ﾐ 
develop imaginative techniques in ways which philosophy could not. Although the 
┌ﾐSｷゲIｷヮﾉｷﾐWS ┌ゲW ﾗa デｴW ｷﾏ;ｪｷﾐ;デｷﾗﾐ ｷﾐ さTｴW HﾗHHｷデざ ｪWﾐWヴ;デWゲ ゲﾗﾏW ヮｴｷﾉﾗゲﾗヮｴｷI;ﾉ 
deficiencies and moral ambiguities, its characteristic raunchiness does substantiate the 
WヮｷゲﾗSWげゲ ゲ;デｷヴｷI;ﾉ Iヴｷデｷケ┌Wく P;IW DｷWｴﾉが ;ﾉデｴﾗugh a more disciplined use of the imagination 
┘ﾗ┌ﾉS ヮWヴｴ;ヮゲ ﾏ;ﾆW ｷデ さヮﾗゲゲｷHﾉW デﾗ ヮヴ;IデｷIW ヮｴｷﾉﾗゲﾗヮｴ┞ デｴヴﾗ┌ｪｴ ゲ;デｷヴWざが ゲ┌Iｴ ヮｴｷﾉﾗゲﾗヮｴｷI;ﾉ 
;┌ゲデWヴｷデ┞ ┘ﾗ┌ﾉS ｴWヴW ;ﾉデﾗｪWデｴWヴ ┌ﾐSﾗ デｴW Iﾗｪﾐｷデｷ┗W ┗;ﾉ┌W ﾗa さTｴW HﾗHHｷデざ ふヲヰヱンが ンヲヰぶく 
Albeit the imaginative freedoms of fiction constitute a double-edged sword in satire, which 
necessitates cognitive caution, the genre would stand to lose much of its supplemental 
value to philosophy if similarly sanitised. 
M┞ ゲWIﾗﾐS I;ゲW ゲデ┌S┞ ｷゲ M;ヴｪ;ヴWデ Aデ┘ﾗﾗSげゲ ﾐﾗ┗Wﾉ TｴW H;ﾐSﾏ;ｷSげゲ T;ﾉe. Although markedly 
different in tone than “ﾗ┌デｴ P;ヴﾆげゲ さTｴW HﾗHHｷデざが TｴW H;ﾐSﾏ;ｷSげゲ T;ﾉW similarly develops a 
a;ﾐデ;ゲデｷI;ﾉ ゲIWﾐ;ヴｷﾗ デﾗ ﾏ;ﾆW ; IヴｷデｷI;ﾉ ヮﾗｷﾐデく Aデ┘ﾗﾗSげゲ novel is a satire of the rise of the 
Religious Right and Moral Majority during Ronald Re;ｪ;ﾐげゲ ヮヴWゲｷSWﾐI┞く Aデ┘ﾗﾗS has 
SWゲIヴｷHWS ｴWヴ ゲ;デｷヴW ;ゲ さヮﾉ;┞ ┘ｷデｴ ｴ┞ヮﾗデｴWゲWゲざが ゲヮWIｷaｷI;ﾉﾉ┞ さゲﾗﾏW ﾗa デｴW ゲデ;デWﾏWﾐデゲ デｴ;デ 
;ヴW HWｷﾐｪ ﾏ;SW H┞ デｴW けE┗;ﾐｪWﾉｷI;ﾉ a┌ﾐS;ﾏWﾐデ;ﾉｷゲデ ヴｷｪｴデくげ Ia ; ┘ﾗﾏ;ﾐげs place is in the home, 
then what? If you actually decide to enforcW デｴ;デが ┘ｴ;デ aﾗﾉﾉﾗ┘ゲいざ (Rothstein 1986). Such 
prediction is analogous to thought experiments in non-fiction, including philosophy and 
journalism (Friend 2011, 172-ヱΑンぶく NW┗WヴデｴWﾉWゲゲが ;ゲ aｷIデｷﾗﾐが Aデ┘ﾗﾗSげゲ ゲ;デｷヴW I;ﾐ SW┗Wﾉﾗヮ ｷデゲ 
predictive fantasy in ways unavailable to an imaginative exercise in non-fiction. The 
fantastical premise of TｴW H;ﾐSﾏ;ｷSげゲ T;ﾉW capitalises on typical satirical narrative thinking. 
In the nearby future, a group of puritan hardliners has instituted a patriarchal theocracy in 
which a class of fertile women, the handmaids, serve as concubines and surrogate mothers 
to a ruling class of commanders, whose wives have become infertile due to environmental 
pollution and STD epidemics. Once a month, every handmaid must engage in a bizarre 
mating ritual with her commander, alongside his wife, until she bears him a child, an act of 
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simultaneous polygamy justified on the grounds of Biblical principles. Presented in 
ゲ┌ﾏﾏ;ヴ┞が Aデ┘ﾗﾗSげゲ ヮヴWSｷIデｷ┗W a;ﾐデ;ゲ┞ ｷゲ ﾐﾗデ ┌ﾐﾉｷﾆW ; ヮｴｷﾉﾗゲﾗヮｴｷI;ﾉ デｴﾗ┌ｪｴデ W┝ヮWriment, like 
Judith Jarvis Thomゲﾗﾐげゲ ┗ｷﾗﾉｷﾐｷゲデ ;ヴｪ┌ﾏWﾐデく IﾐSWWSが Hﾗデｴ Iﾗﾐゲデｷデ┌デW ; aWﾏｷﾐｷゲデ Iヴｷデｷケ┌W ﾗa 
ヴWﾉｷｪｷﾗ┌ゲ ﾉ;┘ゲ デｴ;デ IﾗﾏヮヴﾗﾏｷゲW ; ┘ﾗﾏ;ﾐげゲ ヴｷｪｴデ デﾗ Iﾗﾐデヴﾗﾉ ｴWヴ ﾗ┘ﾐ HﾗS┞く Hﾗ┘W┗Wヴが ;ゲ 
fiction, TｴW H;ﾐSﾏ;ｷSげゲ T;ﾉW has the imaginative freedom to solicit emotional responses 
that contribute to moral learning in ways unavailable to philosophy like さA Defence of 
Abortionざ ふヱΓΑヱぶ. 
The cognitive value of TｴW H;ﾐSﾏ;ｷSげゲ T;ﾉW is connected to its classification as fiction. 
Specifically, despite critical recognition of TｴW H;ﾐSﾏ;ｷSげゲ T;ﾉW as science fiction, Atwood 
has always insisted that her novel be classified as speculative fiction. According to Atwood, 
classification as science fiction suggests a world where humans have developed hitherto 
unknown abilities and technologies, whereas speculative fiction implies a certain fidelity to 
what is possible in the world at the time of publication (2005). In this regard, Atwood has 
argued that the fantastical events of TｴW H;ﾐSﾏ;ｷSげゲ T;ﾉW さ;ﾉﾉ ｴ;S ヮヴWIWSWﾐデゲが ;ﾐS ﾏ;ﾐ┞ 
were to be found not in other cultures and religions, but within western society, and within 
デｴW けCｴヴｷゲデｷ;ﾐげ デヴ;Sｷデｷﾗﾐが ｷデゲWﾉaざ (Atwood 2012). At the same time, she acknowledges that 
Iﾉ;ゲゲｷaｷI;デｷﾗﾐ ;ゲ ゲヮWI┌ﾉ;デｷ┗W aｷIデｷﾗﾐ a;Iｷﾉｷデ;デWゲ さデｴｷﾐｪゲ デｴWゲW ﾆｷﾐSゲ ﾗa ﾐ;ヴヴ;デｷ┗Ws can do that 
ゲﾗIｷ;ﾉﾉ┞ ヴW;ﾉｷゲデｷI ﾐﾗ┗Wﾉゲ I;ﾐﾐﾗデ Sﾗざが ゲ┌Iｴ ;ゲ さexplore proposed changes in social 
organisation, by showing what they might actually be like for those living within themざ 
(Atwood 2005). Although unavailable to realistic fiction, such a fantastical scenario could 
nonetheless be developed as an imaginative exercise in non-fiction. Yet, whereas the bare 
premise TｴW H;ﾐSﾏ;ｷSげゲ T;ﾉW is similar to the violinist argument in さA DWaWﾐIW ﾗa AHﾗヴデｷﾗﾐざ 
(1971), classification as fiction permits Atwood to develop this premise in her hybrid 
satirical novel in ways unavailable to Jarvis Thomson. Specifically, the freedoms of fiction 
permit Atwood to invest the fantasy with an emotional depth that is uncharacteristic of 
philosophy. 
The argument that fictional narratives permit an emotional development unavailable in 
non-fiction, in particular philosophy, is common. According to Martha Nussbaum, the 
IﾗﾏヮﾉW┝ｷデ┞ ﾗa IﾗﾐIヴWデW ﾏﾗヴ;ﾉ ｷゲゲ┌Wゲ さI;ﾐﾐﾗデ HW a┌ﾉﾉ┞ ;ﾐS ;SWケ┌;デWﾉ┞ ゲデ;デWS ｷﾐ デｴW ﾉ;ﾐｪ┌;ｪW 
of conventional philosophｷI;ﾉ ヮヴﾗゲWざ ふヱΓΓヰが ンぶが H┌デ I;ﾐ HW I;ヮデ┌ヴWS さﾗﾐﾉ┞ ぷｷﾐへ デｴW ゲデ┞ﾉW ﾗa ; 
IWヴデ;ｷﾐ ゲﾗヴデ ﾗa ﾐ;ヴヴ;デｷ┗W ;ヴデｷゲデざ ふヱΓΓヰが ヶぶく We need not make a claim as strong as Nussbaum 
to acknowledge that narratives can contribute to moral investigation. In this respect, Noël 
Carヴﾗﾉﾉ ;ヴｪ┌Wゲ デｴ;デ さ┘ｴ;デ デ┞ヮｷI;ﾉ ﾐ;ヴヴ;デｷ┗Wゲ ヮﾗゲゲWゲゲ ;ﾐS ┘ｴｷIｴ ｪWﾐWヴ;ﾉ ﾏﾗヴ;ﾉ デｴWﾗヴｷWゲ ﾉ;Iﾆ ｷゲ 
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SWデ;ｷﾉが ヮ;ヴデｷI┌ﾉ;ヴｷデ┞が ;ﾐS IﾗﾐIヴWデWﾐWゲゲざ ふヲヰヱヲが ンΑヴぶく Aデ デｴW ゲ;ﾏW デｷﾏWが ﾐ;ヴヴ;デｷ┗Wゲ さare 
patently more abstract than ordinary events, since the detail they afford has always been 
ゲWﾉWIデWS aヴﾗﾏ ;ﾐ ｷﾐSWaｷﾐｷデWﾉ┞ ﾉ;ヴｪWヴ ;ヴヴ;┞ ﾗa a┌ヴデｴWヴ ヮﾗデWﾐデｷ;ﾉ SWデ;ｷﾉゲざ (2012, 375). 
Specifically, through techniques of emplotment, including criterial pre-focussing, narrative 
;┌デｴﾗヴゲ I;ﾐ I┌W Wﾏﾗデｷﾗﾐ;ﾉ ヴWゲヮﾗﾐゲWゲ デﾗ デｴW ヮﾉﾗデげゲ ヮ;ヴデｷI┌ﾉ;ヴ events that correspond to 
general moral dispositions (Carroll 2012, 378). For instance, through flashbacks, The 
H;ﾐSﾏ;ｷSげゲ T;ﾉW elucidates the brutal details of how the protagonist is separated from her 
husband and daughter, further relating how she remains maddeningly ignorant of their fate 
in the present. Similarly, through subjective narration, audiences are privy to her eerie 
emotional disconnection during the monthly ritual rape. Importantly, exactly by focussing 
intently on the details that make the pヴﾗデ;ｪﾗﾐｷゲデげゲ ゲ┌aaWヴｷﾐｪ Wﾏﾗデｷﾗﾐ;ﾉﾉ┞ ゲ;ﾉｷWﾐデが The 
H;ﾐSﾏ;ｷSげゲ T;ﾉW stands to enrich moral disposition towards the oppression of women in 
general. Moreover, the emotional richness of TｴW H;ﾐSﾏ;ｷSげゲ T;ﾉW can supplement and 
refine moral knowledge about gender oppression we already possess (Carroll 2000, 369; 
2012, 181). In particular, the novel cannot only afford insight into previously unknown or 
otherwise inaccessible experiences, but it can similarly deepen understanding of previous 
incidents without actual harm.  
These benefits to moral education of detailed emotional development in narrative fiction 
are theoretically sustained by a quasi-realist meta-ethical framework. For quasi-realists, in 
particular (though not exclusively), rational argument is barren without cultivation of the 
emotions. Quasi-ヴW;ﾉｷゲデゲ デｴWヴWaﾗヴW ゲデヴWゲゲ デｴ;デ さ[r]eflection on the ethical climate is not the 
ヮヴｷ┗;デW ヮヴWゲWヴ┗W ﾗa ; aW┘ ;I;SWﾏｷI デｴWﾗヴｷゲデゲ ｷﾐ ┌ﾐｷ┗WヴゲｷデｷWゲざ ふBﾉ;IﾆH┌ヴﾐ ヲヰヰ3, 5). Blackburn 
specifies that  
the satirist and cartoonist, as well as the artist and the novelist, comment upon and 
criticize the prevailing climate just as effectively as those who get known as 
philosophers. The impact of a campaigning novelist, such as Harriet Beecher Stowe, 
Dickens, Zola, or Solzhenitsyn, may [even] be much greater than that of the academic 
theorist (2003, 5).   
 
Most recently, in response to the rise of post-デヴ┌デｴ ヮﾗﾉｷデｷIゲ ;ﾐS Tヴ┌ﾏヮげゲ ｪWﾐSWヴ ヮﾗﾉｷIｷWゲが 
audiences have turned in great numbers toward dystopian satires like TｴW H;ﾐSﾏ;ｷSげゲ T;ﾉW 
さaﾗヴ ｪ┌ｷS;ﾐIW ;ﾐS ｷﾐゲｷｪｴデざ (Alter 2017). Similarly, the recent 10-part adaptation of The 
H;ﾐSﾏ;ｷSげゲ T;ﾉW ﾗﾐ H┌ﾉ┌ ふヲヰヱΑぶ ｴ;ゲ HWWﾐ ;ヮヮヴ;ｷゲWS ;ゲ ; デｷﾏWﾉ┞ さ┘;ヴﾐｷﾐｪが ;Hﾗ┌デ ｴﾗ┘ 
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ﾗヮヮヴWゲゲｷﾗﾐ I;ﾐ IヴWWヮ ┌ヮ ﾗﾐ ┞ﾗ┌が ;ﾐS ┘ｴ;デ ｴ;ヮヮWﾐゲ ┘ｴWﾐ ┘ﾗﾏWﾐげゲ ﾉｷ┗Wゲ ;ヴW ﾐﾗ ﾉﾗﾐｪWヴ デｴWｷヴ 
o┘ﾐざ (Nicholson 2017)く Iﾐ ヮ;ヴデｷI┌ﾉ;ヴが IヴｷデｷIゲ ｴ;┗W ﾉｷﾐﾆWS デｴW ゲWヴｷWゲげ Iﾗｪﾐｷデｷ┗W ｷﾏヮ;Iデ デﾗ 
criterial pre-aﾗI┌ゲｷﾐｪ ｷﾐ Eﾉｷゲ;HWデｴ Mﾗゲゲげゲ ヮWヴaﾗヴﾏ;ﾐIW ;ゲ デｴW Wヮﾗﾐ┞ﾏﾗ┌ゲ ｴ;ﾐSﾏ;ｷSWﾐく 
Specifically, acknowledging the successful use of televisual techniques, Rebecca Nicholson 
ヮヴ;ｷゲWS さデｴW IﾉﾗゲW┌ヮ ﾗﾐ Mﾗゲゲげゲ a;IWざ S┌ヴｷﾐｪ デｴW ヴｷデ┌;ﾉ ヴ;ヮW ;ゲ さヮ;ヴデｷI┌ﾉ;ヴﾉ┞ Sｷゲデ┌ヴHｷﾐｪざ ;ﾐS 
さｴﾗヴヴｷa┞ｷﾐｪが ;ゲ ｷデ ゲｴﾗ┌ﾉS HWざ (2017). Overall, Nicholson ﾉ;┌SWS Mﾗゲゲげゲ ヮWヴaﾗヴﾏ;ﾐIW 
aesthetically as well as ethically for its emotive address that visualisWゲ さヮﾗ┘Wヴa┌ﾉ ヴWゲｷゲデ;ﾐIW 
;ﾐS ゲWWデｴｷﾐｪ ヴ;ｪWざ (2017).   
 
By contrast, thought experiments in moral philosophy like さA DWaWﾐIW ﾗa AHﾗヴデｷﾗﾐざ ふヱΓΑヱぶ 
enrich moral understanding in different ways than narrative fiction. Concretely, the violinist 
argument serves as an intuition pump to the idea that a foetus inherently has no more a 
right to the non-IﾗﾐゲWﾐゲ┌;ﾉ ┌ゲW ﾗa ; ┘ﾗﾏ;ﾐげゲ ヮｴ┞ゲｷI;ﾉ ヴWゲﾗ┌ヴIWゲ ;ゲ ; SｷゲW;ゲWS ┗ｷﾗﾉｷﾐｷゲデ 
attached to her body without permission in order to keep him alive. However, while the 
violinist argument substantiates the legitimisation of abortion in principle, it does not (and 
neither does it intend to) resolve the actual moral ambiguities and doubts of concrete 
cases. In order to do so, Jarvis Thomson would have to combine the detail of a specific case 
with the emotional resonance typical of novels like TｴW H;ﾐSﾏ;ｷSげゲ T;ﾉW. Yet, if she 
similarly were to focus on particulars and emotional detail, her argument would lose its 
abstract generality and rational force, which are important epistemic virtues in philosophy 
and beyond, including a legal context. Therefore, as argued by Carroll (2012, 381), amongst 
others, the cognitive function of narrative fiction is appropriately understood as 
supplementing rather than replacing philosophy. In particular, the fictional status of satire 
permits the genre to cultivate moral understanding in ways unavailable to philosophy, 
specifically through emotional development in response to narrative detail. For the record, 
such rich emotional development is more closely associated with narrative forms like the 
novel or television drama than the quick and dirty emotive processes of satirical narrative 
thinking. Regardless, hybrids like TｴW H;ﾐSﾏ;ｷSげゲ T;ﾉW exemplify that the epistemic virtues 
of a succinct satirical premise can be complemented by careful novelistic development.  
My third and final case study is the film District 9, directed by Neill Blomkamp. What is 
interesting about District 9 is how its fantastical scenario about the moral responsibilities of 
humans towards alien visitors is reminiscent of a counterfactual thought experiment 
SW┗WﾉﾗヮWS H┞ BWヴﾐ;ヴS Wｷﾉﾉｷ;ﾏゲく “ヮWIｷaｷI;ﾉﾉ┞が ｷﾐ さTｴW H┌ﾏ;ﾐ PヴWﾃ┌SｷIWざ ふヲヰヰΓぶが Wｷﾉﾉｷ;ﾏゲ 
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argues against critics that species-membership, more specifically, humanness, is a morally 
significant property. These issues surrounding speciesism and the responsibilities of 
humans toward non-human animals have had considerable philosophical and political 
resonance, often crystallised in discussions about dietary obligations. At the same time, 
Williams highlights that these discussions are somewhat muddled due to the contingent 
fact of evolution that humans inhabit a lifeworld in which they do not have to deal with 
さ;ﾐ┞ IヴW;デ┌ヴW デｴ;デ ｷﾐ デWヴﾏゲ ﾗa ;ヴｪ┌ﾏent, principle, worldview and whatever, can answer 
H;Iﾆざ ふヲヰヰΓが ヱヴΒぶく Iﾐ ﾗヴSWヴ デﾗ a┌ﾉﾉ┞ W┝ヮﾉﾗヴW デｴW ｷゲゲ┌W ﾗa ゲヮWIｷWゲｷゲﾏが Wｷﾉﾉｷ;ﾏゲ デｴWヴWaﾗヴW 
SW┗Wﾉﾗヮゲ ; aW┘ ヮｴｷﾉﾗゲﾗヮｴｷI;ﾉ デｴﾗ┌ｪｴデ W┝ヮWヴｷﾏWﾐデゲ H┞ Hﾗヴヴﾗ┘ｷﾐｪ さ; ヮﾗゲゲｷHｷﾉｷデ┞ a;ﾏｷﾉｷ;ヴ aヴﾗﾏ 
science fiction: that one day, we might encounter other creatures who have a point of view 
on our activities に ; ヮﾗｷﾐデ ﾗa ┗ｷW┘ ┘ｴｷIｴが ｷデ ｷゲ ケ┌ｷデW ┗ｷデ;ﾉ デﾗ ;SSが ┘W Iﾗ┌ﾉS ヴWゲヮWIデざ ふヲヰヰΓが 
138). While there is no indication ﾗa ｷﾐaﾉ┌WﾐIW HWデ┘WWﾐ Wｷﾉﾉｷ;ﾏげゲ ;ヴデｷIﾉW and District 9, one 
of his thought experiments is strikingly similar to the plot and characterisation of the film. 
Crucially, although Williams typically fosters imaginative engagement through literary-like 
details in his thought experiments (Gaut 2007, 161-162), he is more constricted to do so in 
a philosophical context than he would be in narrative fiction. Exactly because District 9 does 
ｴ;┗W デｴWゲW aヴWWSﾗﾏゲ ﾗa aｷIデｷﾗﾐが デｴW aｷﾉﾏ IﾗﾏヮﾉWﾏWﾐデゲ さTｴW H┌ﾏ;ﾐ PヴWﾃ┌SｷIWざ H┞ 
stimulating imaginative learning unavailable to philosophy.  
According to Williams, when science fiction films typically represent interspecies conflicts, 
デｴW┞ a;Iｷﾉｷデ;デW ;ﾉﾉWｪｷ;ﾐIW WｷデｴWヴ H┞ ﾏ;ﾆｷﾐｪ ｴﾗゲデｷﾉW ｷﾐ┗;SWヴゲ ;ヮヮW;ヴ さゲﾉｷﾏ┞ ;ﾐS Sｷゲｪ┌ゲデｷﾐｪが ﾗヴ 
ヴｷｪｷS ;ﾐS ﾏWデ;ﾉﾉｷIざが ;ﾐS aヴｷWﾐSﾉ┞ ┗ｷゲｷデﾗヴゲ さa┌ヴヴ┞ ふぐぶ ﾗヴ WデｴWヴW;ﾉ ぷﾉｷﾆWへ a;ｷヴｷWゲざ ふヲヰヰΓが ヱヴΓぶく Iﾐ 
order to explore the underacknowledged complexities of the speciesism debate, Williams 
introduces a more challenging scenario, suggesting that  
[t]he arrivals might be very disgusting indeed: their faces, for instance, if those are 
faces, are seething with what seem to be worms, but if we wait long enough to find 
out what they are at, we may gather that they are quite benevolent. They just want 
to live with us に rather close with us. What should we make of this proposal? (2009, 
149). 
 
“デヴｷﾆｷﾐｪﾉ┞が Wｷﾉﾉｷ;ﾏゲげゲ IﾗﾐIｷゲW ヮｴｷﾉﾗゲﾗヮｴｷI;ﾉ デｴﾗ┌ｪｴデ W┝ヮWヴｷﾏWﾐデ ｷﾐデヴﾗS┌IWゲ デｴW ┗Wヴ┞ ゲ;ﾏW 
aesthetic and ethical challenge as District 9. Concretely, when more than a million 
undernourished and apparently aimless aliens are stranded without any recognisable 
leadership in a spaceship above Johannesburg, District 9 investigates the moral 
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responsibilities of human beings toward alleviating their plight. The appearance of these 
;ﾉｷWﾐゲ ｷゲ ┌ﾐI;ﾐﾐｷﾉ┞ IﾉﾗゲW デﾗ デｴW Iｴ;ヴ;IデWヴｷゲ;デｷﾗﾐ ｷﾐ Wｷﾉﾉｷ;ﾏゲげゲ デｴﾗ┌ｪｴデ W┝ヮWヴｷﾏent. They are 
large bipedal crustacean-like creatures, who look truly disgusting by human standards. 
Their most eye-catching characteristic is a set of slimy tentacles that covers the area of the 
nose and mouth (fig. 19). Moreover, the plot of the film sets up an interspecies conflict that 




As a satire, the function of the imaginative exercise in District 9 does not wholly overlap 
┘ｷデｴ デｴW Iﾗｪﾐｷデｷ┗W ;ｷﾏゲ ﾗa Wｷﾉﾉｷ;ﾏゲげゲ ヮｴｷﾉﾗゲﾗヮｴｷI;ﾉ デｴﾗ┌ｪｴデ W┝ヮWヴｷﾏWﾐデく AIﾆﾐﾗ┘ﾉWSｪｷﾐｪ デｴW 
purpose of District 9 デﾗ WﾐデWヴデ;ｷﾐ aﾗヴ ｷデゲ ﾗ┘ﾐ ゲ;ﾆWが Bﾉﾗﾏﾆ;ﾏヮ W┝ヮﾉ;ｷﾐゲ デｴ;デ さぷﾗへ┗Wヴ;ﾉﾉが I ﾃ┌ゲデ 
want[ed] to make a film that audiences would fiﾐS IﾗﾏヮWﾉﾉｷﾐｪざ (Oldham 2009). Still, 
Blomkamp stresses how entertainment interacts with critique in District 9が ゲヮWIｷa┞ｷﾐｪ さI 
wanted to take the structure of this apartheid society but also just deliver a very cool sci-fi 
film on top of thatざ (Oldham 2009). When the aliens first arrive, the South African 
government decides to house the aliens in a temporary holding zone, District 9. Yet, District 
9 soon becomes permanent, fenced and militarised, symbolising the strict segregation 
between humans and aliens. Set in Johannesburg, the eponymous District 9 alludes to the 
racially segregated District 6 during Apartheid (Johnson 2009). Further, the segregation 
imposed on the aliens does not only parallel the racist policies of the Apartheid regime, but 
also mirrors the situation of black immigrants from Zimbabwe and Nigeria in contemporary 
“ﾗ┌デｴ AaヴｷI;く Bﾉﾗﾏﾆ;ﾏヮ W┝ヮﾉｷIｷデﾉ┞ ;Iﾆﾐﾗ┘ﾉWSｪWゲ デｴ;デ さぷｷへn essence, there is no difference 
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except that in my film we have a group of intergalactic aliens as opposed to illegal alieﾐゲざ 
(Savage 2009). In this regard, the shacks inhabited by the aliens in District 9 were real 
places of habitation in Johannesburg where people waited to be allocated government-
subsidised housing (Woerner 2009). At the time of shooting, similar townships had been 
さヴ;┗;ｪWS H┞ ﾗ┌デH┌ヴゲデゲ ﾗa ┝WﾐﾗヮｴﾗHｷI ┗ｷﾗﾉWﾐIW ヮWヴヮWデヴ;デWS H┞ ｷﾐSｷｪWﾐﾗ┌ゲ “ﾗ┌デｴ AaヴｷI;ﾐゲ 
upon illegal immigrants from Zimbabwe, Malawi and elsewhereざ (Itzkoff 2009). Against this 
contextual background, District 9 develops a critique of racism and xenophobia through a 
fantastical interspecies conflict. Crucially, although not set up as an investigation of 
speciesism as such, デｴW aｷﾉﾏ ﾐﾗﾐWデｴWﾉWゲゲ IﾗﾏヮﾉWﾏWﾐデゲ ｷﾐ さTｴW H┌ﾏ;ﾐ PヴWﾃ┌SｷIWざ ｷﾐ 
cognitively valuable ways unavailable to philosophy.  
 
In さTｴW H┌ﾏ;ﾐ PヴWﾃ┌SｷIWざが Williams does not commit to a position about the dilemma 
whether humans should allow ugly aliens the right to cohabitation on Earth. His thought 
experiment merely serves as an intuition pump to signal that, as opposed to racial or 
gender identity, species identity would be a morally significant property in the context of 
migration. By contrast, District 9 sets out to argue exactly that racial differences are 
irrelevant in granting humanitarian rights to immigrants. Analogous to the plight of 
immigrants in contemporary South Africa, the film shows how the autochthonous 
population of Johannesburg classify the aliens as subhuman, derogatively referring to them 
;ゲ けヮヴ;┘ﾐゲげく TWﾐゲｷﾗﾐゲ HWデ┘WWﾐ デｴW ;ﾉｷWﾐゲ ;ﾐS ｴ┌ﾏ;ﾐゲ ┌ﾉデｷﾏ;デWﾉ┞ ヴ┌ﾐ ゲﾗ ｴｷｪｴ デｴ;デ デｴW 
government orders a private military contractor, Multi-National United, to relocate the 
entire alien population of District 9 to a tent camp outside (and out of sight) of 
Johannesburg. In this process, Wikus van de Merve, the speciesist bureaucrat put in charge 
of the eviction, becomes contaminated by alien technology and gradually starts to 
transform into an alien himself. Desperately seeking to undo this transformation, Wikus 
decides to collaborate with an alien, who has been allocated the human name Christopher 
Johnson. Over the years, Christopher Johnson and his young son have been working to 
ヴW;Iｴ ;ﾐS ヴWゲデ;ヴデ デｴW ;ﾉｷWﾐ ﾏﾗデｴWヴゲｴｷヮが ┘ｴWヴW ;ヮヮヴﾗヮヴｷ;デW ﾏWSｷI;ﾉ I;ヴW aﾗヴ Wｷﾆ┌ゲげゲ 
IﾗﾐSｷデｷﾗﾐ I;ﾐ HW aﾗ┌ﾐSく O┗Wヴ デｴW ゲヮ;ﾐ ﾗa デｴWｷヴ Iﾗﾉﾉ;Hﾗヴ;デｷﾗﾐが Wｷﾆ┌ゲげゲ ;ﾉﾉｷ;ﾐIW ゲデ;ヴデゲ to shift, 
especially after discovering (and having himself been subject to) the kinds of medical 
experiments that MNU performs on the aliens to uncover the secrets behind their military 
technology. As the plot develops, the film cues its audience to choose the side of the aliens 




The plot of District 9 adds complexity to the philosophical thought experiment developed 
H┞ Wｷﾉﾉｷ;ﾏゲ ｷﾐ さTｴW H┌ﾏ;ﾐ PヴWﾃ┌SｷIWざく Iﾐ ｴｷゲ ;ﾐ;ﾉ┞ゲｷゲ ﾗa District 9, Murray Smith argues that 
さデｴW aｷﾉﾏ Sヴ;ﾏ;デｷ┣Wゲ デｴW ｷSW; デｴ;デ デｴW IﾗﾐIWヮデ ﾗa ; ヮWヴゲﾗﾐ ｷゲ ﾐﾗデ ｷSWﾐデｷI;ﾉ ┘ｷデｴ デｴW IﾗﾐIWヮデ 
of an individual human agent. While human individuals are our typical model of what a 
person is, individual members of other species in principle might come to warrant that 
SWゲIヴｷヮデｷﾗﾐざ ふヲヰヱΑが ンヲヵぶく Tｴｷゲ IﾗﾐIﾉ┌ゲｷﾗﾐ ﾏ;┞ ゲWWﾏ デﾗ Iﾗ┌ﾐデWヴ;Iデ Wｷﾉﾉｷ;ﾏゲげゲ ;ヴｪ┌ﾏWﾐデ デｴ;デ 
the human concern for other humans cannot be reduced to a set of morally relevant 
properties that constitute personhood. Yet, the dramatisation of District 9 exactly reveals 
how personhood cannot be symbolically divorced from humanness, although it can so 
biologically. Smith explains that District 9 sets itself an intriguing さ;WゲデｴWデｷI Iｴ;ﾉﾉWﾐｪWざ ｷﾐ 
seeking to cue allegiance with a character type that is designed to revolt at first sight (2017, 
ンヱΓぶく Iﾐ ﾗヴSWヴ デﾗ ﾏWWデ デｴｷゲ Iｴ;ﾉﾉWﾐｪWが “ﾏｷデｴ Iﾉ;ヴｷaｷWゲ デｴ;デ さｷデ ｷゲ ﾐﾗ ゲ┌ヴヮヴｷゲW ┘W aｷﾐS デｴW 
filmmakers helping themselves to a few aspects of human facial expression, above all 
デｴヴﾗ┌ｪｴ デｴW W┞Wゲ ふぐぶ and many expressive human bodily postures and gestures, 
Iﾗ┌ﾐデWヴH;ﾉ;ﾐIｷﾐｪ デｴW ;ﾉｷWﾐ ﾗデｴWヴﾐWゲゲ ﾗa デｴWｷヴ a;Iｷ;ﾉ aW;デ┌ヴWゲざ ふヲヰヱΑが ンヲヲぶく “ｷﾏｷﾉ;ヴﾉ┞が 
Bﾉﾗﾏﾆ;ﾏヮ ;Iﾆﾐﾗ┘ﾉWSｪWゲ デｴ;デ デｴW ;ﾉｷWﾐゲ さｴ;S デﾗ HW ｴ┌ﾏ;ﾐ-esque because our psychology 
SﾗWゲﾐげデ ;ﾉﾉﾗ┘ ┌ゲ デﾗ ヴW;ﾉﾉ┞ Wmpathize with something unless it has a face and an 
;ﾐデｴヴﾗヮﾗﾏﾗヴヮｴｷI ゲｴ;ヮWざ (Oldham 2009). In other words, District 9 seeks to cue allegiance 
with the aliens by endowing them with quintessentially human characteristics. Despite their 
appearance of biological otherness, the film cues us to sympathise with the aliens as beings 
who symbolically incarnate humanness.   
Through fictional means, District 9 highlights a complexity in the debates about speciesism 
┌ﾐ;Iﾆﾐﾗ┘ﾉWSｪWS ｷﾐ Wｷﾉﾉｷ;ﾏゲげゲ ヮｴｷﾉﾗゲﾗヮｴｷI;ﾉ デｴﾗ┌ｪｴデ W┝ヮeriment. As indicated, District 9 
capitalises on prereflexive processes of cognition that cue audiences to recognise the 
;ﾉｷWﾐゲげ ヮｴ┞ゲｷﾗｪﾐﾗﾏ┞ ;ﾐS ヮｴ┞ゲｷケ┌W ;ゲ W┝ｴｷHｷデｷﾐｪ SｷゲデｷﾐIデﾉ┞ ｴ┌ﾏ;ﾐ Iｴ;ヴ;IデWヴｷゲデｷIゲく TｴW ヮﾗｷﾐデ 
is that these characteristics contribute to the symbolic humanness of the aliens, but are not 
all morally-relevant features that constitute necessary conditions for personhood (for 
instance, a human-like posture or countenance). Thus, the imaginative exercise of District 9 
ゲ┌Hゲデ;ﾐデｷ;デWゲ Wｷﾉﾉｷ;ﾏゲげゲ ;rgument that the moral significance of humanness is not 
reducible to a set of morally-relevant properties that constitute personhood. At the same 
デｷﾏWが デｴW aｷﾉﾏ ;SSゲ IﾗﾏヮﾉW┝ｷデ┞ デﾗ Wｷﾉﾉｷ;ﾏゲげゲ ヮﾗゲｷデｷﾗﾐ H┞ ｴｷｪｴﾉｷｪｴデｷﾐｪ デｴ;デ ｴ┌ﾏ;ﾐﾐWゲゲ ｷゲ 
morally relevant on a symbolic level and could, in principle, be divorced from biological 
species membership. Though an elaborate fantasy, District 9 makes it plausible that an alien 
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species could similarly exhibit humanness, in which case we would have similar moral 
obligations as toward humans. Crucially, District 9 has such cognitive value because it 
exploits cinematic techniques in ways unavailable to philosophy, specifically, digital 
compositing and motion/performance capture. The emotive force of these digital 
techniques iゲ ヮ;ヴデｷI┌ﾉ;ヴﾉ┞ W┗ｷSWﾐデ aヴﾗﾏ デｴWｷヴ ;HゲWﾐIW ｷﾐ Bﾉﾗﾏﾆ;ﾏヮげゲ ゲｴﾗヴデ aｷﾉﾏ Alive in 
Joburg (2006), in which the aliens are actors in suits with prosthetic tentacles and body 
armour. Although Alive in Joburg develops a similar plot to District 9, it is unable to cue the 
same affective engagement without the use of digital technology. Albeit such digital 
techniques are strictly speaking not unique to fiction, the fictional status of satire 
nonetheless does permit the film to criterially pre-focus emotional responses and moral 
allegiance in ways unavailable to non-fiction, including philosophy. 
 
Iﾐ IﾗﾐIﾉ┌ゲｷﾗﾐが ┘ｴｷﾉW a;ﾐデ;ゲデｷI;ﾉ ゲ;デｷヴWゲ ﾉｷﾆW さTｴW HﾗHHｷデざが TｴW H;ﾐSﾏ;ｷSげゲ T;ﾉW and District 9 
develop similar imaginative exercises as philosophical thought experiments, in some 
respects, they stimulate learning through the imagination in ways unavailable to non-fiction 
like philosophy, because they are fiction. Specifically, through criterial pre-focusing, these 
fantastical satires can imaginatively engage the emotions in a moral project of critique in a 
manner that thought experiments in philosophy cannot. This conclusion about the 
cognitive-affective advantages of fiction addresses a challenge by Gregory Currie and Anna 
Ichino ([forthcoming]). While Ichino and Currie acknowledge that techniques associated 
┘ｷデｴ aｷIデｷﾗﾐが ｷﾐIﾉ┌Sｷﾐｪ さヮヴﾗIWゲゲWゲ ﾗa HWﾉｷWa aﾗヴﾏ;デｷﾗﾐ デｴ;デ H┞ヮ;ゲゲ ヴ;デｷﾗﾐ;ﾉ ヴWaﾉWIデｷﾗﾐざ I;ﾐ 
ヴWゲ┌ﾉデ ｷﾐ ﾆﾐﾗ┘ﾉWSｪWが デｴW┞ Sﾗ ;ヴｪ┌W ｷデ ヴWﾏ;ｷﾐゲ デﾗ HW ゲｴﾗ┘ﾐ さデｴ;デ certain kinds of fictions, in 
certain situations are apt to proS┌IW デヴ┌W ふﾗヴ HWデデWヴぶ HWﾉｷWaゲ ぷﾗヴ ﾆﾐﾗ┘ﾉWSｪWへ H┞ ゲ┌Iｴ ﾏW;ﾐゲざ 
([forthcoming], 8). My analyses do not resolve this challenge completely. Non-fiction, 
including philosophy, might have alternative strategies that engage the emotions in a moral 
project of critique which stimulate learning that is at least as good as the imaginative 
techniques exploited by narrative fictions, including satire. Still, my analyses do highlight 
that narrative fictions like satire can complement the cognitive aims of philosophy by 
stimulating さﾗ┌ヴ ;aaWIデｷ┗W Wﾐｪ;ｪWﾏWﾐデ ┘ｷデｴ aｷIデｷﾗﾐ;ﾉ Iｴ;ヴ;IデWヴゲ ;ﾐS ゲｷデ┌;デｷﾗﾐゲざ in ways 
which philosophical thought experiments cannot (Ichino and Currie [forthcoming], 8). 
Accordingly, satire can make moderate but significant cognitive contributions to a moral 






In this chapter, I have developed a careful cognitivism about satire in light of its common 
classification as fiction. As opposed to intuitions in contexts such as defamation laws, 
classification as fiction does not fundamentally preclude the truthfulness of satire. On a 
contextualist approach, there is no epistemic difference in kind between fiction and non-
fiction. Specifically, both fictional and non-fictional representations commonly utilise 
imaginative techniques to stimulate learning about the real world. Nevertheless, 
classification as non-fiction does introduce regulations in the service of safeguarding truth 
that are absent in fiction. For this reason, fiction presents a riskier context for cognitive 
improvement than non-fiction. Moreover, specific caution is warranted in the case of satire, 
which exploits a quick and dirty narrative thinking that is equally prone to deception as 
truthfulness. Nevertheless, satirical narrative thinking can sometimes afford good satire the 
genuine cognitive virtue of succinctness. Accordingly, good satire can have moderate but 
genuine cognitive value, akin to the cognitive value of aphorisms in philosophy. 
Furthermore, the fictional status of satire permits the genre to further complement 
philosophy by developing the imagination in ways unavailable to non-fiction. In particular, 
the emotive address of satire permitted by its fictional classification can sometimes 
stimulate learning, especially in the moral domain, in a manner unavailable to philosophy. 
Regardless, satire is itself not philosophy, nor does its cognitive function replace or live up 
to the epistemic constraints of philosophy. Rather, while good satire must always be 
complemented by further philosophical investigation grounded in experience, it sometimes 
also complements philosophy in moderate but significant ways.  
My careful cognitivism about satire acknowledges the role of good satire in a moral project 
of critique. In the case of such good satire, its aesthetic pursuit of entertainment will 
successfully interact with its ethical and cognitive purpose to critique. Still, overall, the 
cognitive function of satire in a moral project of critique is less extraordinary than 
supporters of the genre have often asserted. Satire has its cognitive role to play in critique, 
but only in assistance to philosophy and other epistemic best practices. Similarly, I have 
stressed that any political function that satire may claim as critique will typically be modest 
in comparison to more directly activist strategies. Ironically, my defence of satire as critique 
may therefore really seem to substantiate its triviality. However, critique is a holistic 
endeavour in which many practices incrementally contribute to emancipation, often 
modestly, including satire. Moreover, the demand that satire has extraordinary cognitive 
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and political value as critique is not only asking too much, but to do the genre a disfavour. 
Consider the issue of post-truth politics. If the value of satire was exclusively determined by 
its success in safeguarding journalistic standards or keeping Donald Trump out of the White 
House, detractors might rightly argue that we can do without it. Not only has contemporary 
satire failed to accomplish these objectives, other media can inform us better about these 
issues, while again other practices have more substantial political impact. At the same time, 
it is crucial that the generic purpose of satire is not exhausted by critique, but also 
incorporates entertainment. In this respect, I will conclude my investigation by arguing that 
the true significance of satire is its combination of critique alongside aesthetic and 




















CHAPTER FOUR: HUMOUR, IRONY AND THERAPY  
1. INTRODUCTION  
In this chapter, I will investigate the value of satire as therapy, more specifically, a coping 
strategy to deal with the limits of critiqueく Tｴｷゲ ｷﾐ┗Wゲデｷｪ;デｷﾗﾐ ﾗa ゲ;デｷヴWげゲ デｴWヴ;ヮW┌デｷI ┗;ﾉ┌W 
┘ｷﾉﾉ ｴｷｪｴﾉｷｪｴデ デｴW ゲｷｪﾐｷaｷI;ﾐIW ﾗa デｴW ｪWﾐヴWげゲ SWaｷﾐｷデｷ┗W IﾗﾏHｷﾐ;デｷﾗﾐ ﾗa Iヴｷデｷケ┌W ;ﾐS 
entertainment. In the previous chapter, I have argued that satire can have moderate but 
distinct cognitive value as critique. Good satire capitalises on entertaining techniques 
associated with fiction to highlight what is wrong with the world. At the same time, the 
aesthetic seduction of entertainment makes the genre cognitively risky, while even good 
satire needs to be complemented by further and more detailed investigation. In other 
words, although satire can make distinct cognitive contributions to a moral project of 
critique, it does not overall constitute cognitive best practice. In this respect, it has been a 
constant theme in this thesis that there are more effective avenues to pursue critique than 
combining it with entertainment. However, it does not follow that satire is simply second-
rate critique, perhaps replaceable by more effective critical strategies. Instead, I will argue 
that the true significance of satire is that its purpose to entertain complements the limits of 
its purpose to critique. This argument develops in further detail the idea previously 
introduced that the unexalted aesthetic pleasures of entertainment have therapeutic 
potential as a life-affirming force in light of existential absurdity.  
The significance of the definitive tension between critique and entertainment in satire 
relates to the moral conflict between the care of self and the care for others. Before, I have 
introduced a quasi-realist meta-ethical framework to root the eminent importance of 
critique and its aim to realise emancipation in the moral concern for the common good. In 
this respect, it is a virtue of satire that it sometimes contributes to critique, even if only 
moderately. Yet, although critique is eminently important, it is also limited. It is not simply 
satire which struggles to change the world, but even more effective forms of critique are 
limited in their pursuit of emancipation. Crudely put, the ideal to wholly emancipate the 
world seems hopelessly absurd in light of the everyday horrors of the world. Given its 
limits, relentless fixation on critique is bound to madden and depress. Accordingly, critique, 
although indispensable, compromises the care of self if unabated. These existential 
concerns lie at the heart of satire and substantiate the significance of its definitive tension 
between critique and entertainment. Specifically, in this chapter, I will investigate how 
satirists introduce humorous and ironic perspectives to cope with their critical limits in 
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fostering emancipation. Satirists often cultivate a humorous irony both to attack the ills of 
the world and to cope with their relative inefficiency in curing them. In this respect, many 
satirists frame their satire as a way to remain sane in mad world they cannot wholly amend. 
2. SATIRE AS THERAPY 
The idea that satire constitutes a form of therapy is commonplace, albeit there are different 
interpretations of what the genre supposedly cures and how. Since the inception of the 
genre in Roman times, it has been popular to claim デｴ;デ さゲ;デｷヴW ｷゲ ; ﾉｷデWヴ;ヴ┞ ﾏWSｷIｷﾐW aﾗヴ ; 
world morally and socially out of health; and, if this holds good, the satirist is a kind of 
SﾗIデﾗヴざ ふWight 1964 [1936], 8). Accordingly, in literary criticism, it has become common to 
;ヴｪ┌W デｴ;デ ; ゲ;デｷヴｷゲデ ﾉｷﾆW J┌┗Wﾐ;ﾉ さHWﾉｷW┗Wゲ デｴ;デ デｴW I;ゲW ﾗa ﾏ;ﾐ ;ﾐS ゲﾗIｷWデ┞ ｷゲ SWゲヮWヴ;デWが ;ﾐS 
he applies appropriate therapeutic treatments: the whip, the scalpel, the strappado, the 
WﾏWデｷIが デｴW H┌ヴﾐｷﾐｪ ;IｷSざ ふKWヴﾐ;ﾐ ヱΓヵΓが ヲヲぶく Tｴｷゲ ┌ﾐSWヴゲデ;ﾐSｷﾐｪ ﾗa ゲ;デｷヴW ;ゲ a curative and 
punitive practice, which heals through painful remedies, remained influential during the 
Renaissance and was further developed in the seventeenth and eighteenth century, when 
satirists often framed their work in relation to contemporaneous medical practice 
(Gallagher 2013). Augustan satirists commonly presented satire as a medicine against moral 
Iﾗヴヴ┌ヮデｷﾗﾐ ;ﾐS ;ゲ ; ヮ;ヴデｷI┌ﾉ;ヴﾉ┞ WaaWIデｷ┗W ヴWﾏWS┞ デﾗ ゲﾗIｷWデ┞げゲ ﾏﾗヴ;ﾉ ills (Elkin 1973, 74/79). 
Similar ideas about the therapeutic function of satire are also evoked in other historical 
contexts. Discussing late-18th century Dutch satire, Marijke Meijer Drees. E. and Ivo 
NｷW┌┘Wﾐｴ┌ｷゲ ゲｷｪﾐ;ﾉ デｴ;デ さぷゲへ;デｷヴW ｷゲ ﾗaデWﾐ ヮヴWゲWﾐデWS as a bitter but necessary medicine for a 
society that wants to cure itself from all sorts of social and moral ills, and the satirist is the 
SﾗIデﾗヴ ┘ｴﾗ SWﾉｷ┗Wヴゲ デｴｷゲ ﾏWSｷIｷﾐW ;ゲ ; I┌ヴW デﾗ デｴW ヮ;デｷWﾐデが デｴW デ;ヴｪWデ ﾗa デｴW ゲ;デｷヴWざ ふヲヰヱヰが 
209, my translation). 
However, although common, the idea of the satirist as doctor who cures the moral ills of 
the world is problematic. Throughout my investigation, I have argued that the social and 
political impact of satire must not be overestimated. Similarly, many satirists have 
acknowledged the limits of satire. Take Jonathan Swift, who ridiculed the consensus about 
ゲ;デｷヴWげゲ デｴWヴ;ヮW┌デｷI a┌ﾐIデｷﾗﾐ ｷﾐ デｴW A┌ｪ┌ゲデ;ﾐ ;ｪW ;ﾐS ﾏﾗIﾆWS ｴｷゲ aWﾉﾉﾗ┘ さゲ;デｷヴｷゲデゲ ぷaﾗヴ 
intending] to use the public much at the rate that pedants do a naughty boy ready horsed 
aﾗヴ SｷゲIｷヮﾉｷﾐWざ ふ2009 [1704], 32ぶく AIIﾗヴSｷﾐｪ デﾗ “┘ｷaデが ゲ;デｷヴW さ┘ｷﾉﾉ ﾗﾐﾉ┞ ゲWヴ┗W デﾗ ┗W┝ ‘ﾗｪ┌Wゲが 
デｴﾗ┌ｪｴ ｷデ ┘ｷﾉﾉ ﾐﾗデ ;ﾏWﾐS デｴWﾏざ ふquoted in Elkin 1973, 86). Nevertheless, the idea of satire 
as therapy remains informative, if construed differently. Here, I take a lead from Jon 
“デW┘;ヴデが ┘ｴﾗ ;Iﾆﾐﾗ┘ﾉWSｪWゲ デｴ;デ さｷa ぷゲ;デｷヴWへげゲ ヮ┌ヴヮﾗゲW ┘;ゲ ゲﾗIｷ;ﾉ Iｴ;ﾐｪWが ┘WげヴW ﾐﾗデ ヮｷIﾆｷﾐｪ 
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; ┗Wヴ┞ WaaWIデｷ┗W ;┗Wﾐ┌Wざ ふFWデデｷゲ ヲヰヱヵぶく IﾐゲデW;Sが “デW┘;ヴデ ゲ┌ｪｪWゲデゲ デｴ;デ さぷｷへﾐ ゲﾗﾏW ヴWゲヮWIデゲが 
the real outcome of satire is typically catharsis に ;ﾐS ┘ｴWデｴWヴ デｴ;デげゲ ヮﾗゲｷデｷ┗W ﾗヴ ﾐWｪ;デｷ┗W I 
Sﾗﾐげデ ﾆﾐﾗ┘ざ ふFWデデｷゲ ヲヰヱヵぶく “デW┘;ヴデ a┌ヴデｴWヴ Iﾉ;ヴｷaｷWゲ さI;デｴ;ヴゲｷゲ aﾗヴ ﾏWが ;ゲ a;ヴ ;ゲ デｴW ;┌SｷWﾐIW 
ｪﾗWゲが I ｴ;┗W ﾐﾗ ｷSW;ざく “ｷﾏｷﾉ;ヴﾉ┞が J;ﾏWゲ “┌デｴWヴﾉ;ﾐS W┝ヮﾉ;ｷﾐゲが さぷ┘へW ﾐWWS ﾐﾗデ デ;ﾆW PWヴゲｷ┌ゲ デﾗﾗ 
literally whWﾐ ｴW ゲ;┞ゲ デｴ;デ ｴW ﾏ┌ゲデ ゲヮW;ﾆ ﾗ┌デ ﾗヴ H┌ヴゲデき H┌デ ﾏ┌Iｴ ﾗa デｴW ┘ﾗヴﾉSげゲ ゲ;デｷヴW ｷゲ 
undoubtedly the result of a spontaneous, or self-induced, overflow of powerful indignation, 
;ﾐS ;Iデゲ ;ゲ ; I;デｴ;ヴゲｷゲ aﾗヴ ゲ┌Iｴ Wﾏﾗデｷﾗﾐゲざ ふヱΓヵΒが ヴぶく LｷﾆW┘ｷゲWが C;デｴWヴｷﾐW KW;ﾐW ヮヴWゲWﾐts 
J┌┗Wﾐ;ﾉげゲ W;ヴﾉ┞ ゲ;デｷヴWゲ ;ゲ さ; I;デｴ;ヴデｷI ;ﾐｪWヴ デｴWヴ;ヮ┞ざ ふヲヰヱヵが ンΒぶく Tｴｷゲ ｷSW; ┘;ゲ ﾉ;デWヴ 
デヴ;ﾐゲヮﾗゲWS デﾗ EﾏｷﾐWﾏげゲ ゲ;デｷヴｷI;ﾉ ｴｷヮ-hop, who, like Juvenal, programmatically suggests 
さデｴ;デ H┞ ┗Wﾐデｷﾐｪ ｴｷゲ ゲヮﾉWWﾐが ｴW ｷゲ ;HﾉW デﾗ I;ﾉﾏ ｴｷﾏゲWﾉa Sﾗ┘ﾐざ ふ‘ﾗゲWﾐ ;ﾐS B;ｷﾐWゲ 2002, 114). 
The therapeutic benefit of satire is not changing the world as much as coping with it. This 
a┌ﾐIデｷﾗﾐ ;ゲ デｴWヴ;ヮ┞ SﾗWゲ ﾐﾗデ ヴWゲ┌ﾉデ aヴﾗﾏ ゲ;デｷヴWげゲ ヮ┌ﾐｷデｷ┗W ゲ┌IIWゲゲ ;ゲ Iヴｷデｷケ┌Wが H┌デ ヴ;デｴWヴ デｴW 
unexalted aesthetic pleasures associated with its pursuit of entertainment. Thus, instead of 
stressing the bitterness of デｴW ｪWﾐヴWげゲ ヴWﾏWS┞が J;ﾏWゲ “┌デｴWヴﾉ;ﾐS ｴｷｪｴﾉｷｪｴデゲ さデｴW ヴWﾉｷWaが ﾗヴ 
W┗Wﾐ ヮﾉW;ゲ┌ヴWが デｴ;デ ぷゲ;デｷヴWへ ｪｷ┗Wゲ デﾗ デｴW ゲ;デｷヴｷゲデざ ふヱΓヶヲが ヱヵンぶく “┌デｴWヴﾉ;ﾐS ケ┌;ﾉｷaｷWゲ デｴｷゲ 
ヮﾉW;ゲ┌ヴW ;ゲ さ; ﾏW;ﾐゲ ﾗa ヴWﾉｷWa aﾗヴ ぷデｴW ゲ;デｷヴｷゲデげゲへ ﾗ┘ﾐ ﾗ┌デヴｷｪｴデ aWWﾉｷﾐｪゲざ ふ1962, 154). The 
same therapeutic function of entertainment in satire has also been transposed to its 
audiences. While Jon Stewart avows ignorance about the cathartic effects of his satire on 
audiences, his role as a satirist on The Daily Show ｴ;ゲ HWWﾐ SWゲIヴｷHWS ;ゲ さWケ┌;ﾉ ヮ;ヴデゲ ﾐW┘ゲ 
;ﾐIｴﾗヴ ;ﾐS デｴWヴ;ヮｷゲデ aﾗヴ ﾉｷHWヴ;ﾉゲ ﾗa ; IWヴデ;ｷﾐ ヮWヴゲ┌;ゲｷﾗﾐざ ふ“┌ｪ;ヴﾏ;ﾐ ヲヰヱヶぶく “ｷﾏｷﾉ;ヴﾉ┞ 
AﾐSヴW┘ Hﾗヴデﾗﾐが SｷゲI┌ゲゲｷﾐｪ “ﾗ┗ｷWデ ゲ;デｷヴWが ;ヴｪ┌Wゲ デｴ;デ さデｴW ゲ;デｷヴｷI ｷﾏヮ┌ﾉゲW ;ゲ SWﾏﾗﾐゲデヴ;デWS 
in jokes, ironic comments, and such is a necessary ingredient of daily life for citizens within 
a totalitarian or authoritarian state if they are to maintain their own sense of worth, 
individuality, and self-WゲデWWﾏざ ふHﾗヴデﾗﾐ ヱΓΓンが ヶぶく Cヴ┌Iｷ;ﾉﾉ┞が ┘ｴｷﾉW Jﾗﾐ “デW┘;ヴデげゲ AﾏWヴica may 
seem a very different context than the totalitarian Soviet Union, it shares an essential 
ｴﾗヮWﾉWゲゲﾐWゲゲ ┘ｷデｴ ゲ;デｷヴｷI;ﾉ IﾗﾐデW┝デゲ aヴﾗﾏ J┌┗Wﾐ;ﾉげゲ ‘ﾗﾏW デﾗ “┘ｷaデげゲ IヴWﾉ;ﾐSく Wｴ;デW┗Wヴ デｴW 
socio-historical context, satire has often served as an outburst against an absurd social and 
political situation that seems unlikely to change. For this reason, David Nokes rightfully 
ｴｷｪｴﾉｷｪｴデゲ デｴW デｴWヴ;ヮW┌デｷI SｷﾏWﾐゲｷﾗﾐ ﾗa ゲ;デｷヴW ;ゲ さ;ﾐ ｷﾐゲデヴ┌ﾏWﾐデ ﾐﾗデ aﾗヴ Iｴ;ﾐｪW H┌デ aﾗヴ 
ｪヴ┌ﾏHﾉｷﾐｪ ;Iケ┌ｷWゲIWﾐIWざ ふヱΓΒΑが ヱΑぶく 
The therapeutic dimension of satire puts its relatively moderate success as critique in 
perspective. Satire should not be understood as second-rate critique, but as a balancing act 
between the moral need to critique and the therapeutic need to accept the limits of 
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critique. Nevertheless, there is an obvious tension between these needs. Nokes clarifies 
デｴ;デ さぷHへ┞ ;ﾉﾉﾗ┘ｷﾐｪ ;ﾐｪWヴ ;ﾐS ｷﾐSｷｪﾐ;デｷﾗﾐ デﾗ ┗Wﾐデ デｴWﾏゲWﾉ┗Wゲ ｷﾐ ﾉ;┌ｪｴデWヴが ヴ;デｴWヴ デｴ;ﾐ H┌ｷﾉS 
ｷﾐデﾗ ;Iデｷﾗﾐが ゲ;デｷヴW ﾏ;┞ HW ; ゲ┌Hゲデｷデ┌デW aﾗヴが ﾐﾗデ ; ゲ┌ﾏﾏﾗﾐゲ デﾗが ヴW┗ﾗﾉ┌デｷﾗﾐざ ふヱΓΒΑが 17). The 
danger is that although the pursuit of entertainment in satire may be therapeutically 
beneficent, it may also stimulate undue acquiescence. In particular, the humorous and 
ironic techniques exploited by satire have often been mistrusted for allegedly breeding 
cynicism and indifference. Conversely, humour and irony have sometimes also been 
identified as a therapeutic panacea in the face of existential doubt and absurdity. The 
position I set out to develop below is that the therapeutic value of humorous and ironic 
strategies in satire lies somewhat in the middle. As opposed to detractors, I will argue that 
the distance introduced by humour and irony in satire need not necessarily compromise 
moral commitment. Yet, I will also mitigate claims by supporters who argue that humorous 
irony introduces a perspective from which the absurdities of life simply dissolve. Instead, I 
will argue that humorous irony in satire does not resolve the limits of critique, but can 
function as a mature way of coping with them. Accordingly, satire can have therapeutic 
value in addressing the fundamental conflict in ethical life between the concern for the 
common good and the care of self.  
This conflict between the concern for the common good and the care of self has often been 
addressed in moral philosophy. Martha Nussbaum introduces this conflict by explaining 
デｴ;デ ヮｴｷﾉﾗゲﾗヮｴWヴゲ ;ヴW aﾗヴデ┌ﾐ;デW デﾗ ﾉｷ┗W さぷ;へ ﾉｷaW ﾗa ﾉWｷゲ┌ヴWS ゲWﾉa-W┝ヮヴWゲゲｷﾗﾐざ ｷﾐ さ; ┘ﾗヴﾉS ｷﾐ 
which hunger, illiteracy and disease are the daily lot of a large proportion of the human 
HWｷﾐｪゲ ┘ｴﾗ ゲデｷﾉﾉ W┝ｷゲデが ;ゲ ┘Wﾉﾉ ;ゲ デｴW I;┌ゲWゲ aﾗヴ ﾏ;ﾐ┞ ﾗa ┘ｴﾗ Sﾗ ﾐﾗデ ゲデｷﾉﾉ W┝ｷゲデざ ふヱΓΓヴが ンぶく 
WｴWヴW;ゲ N┌ゲゲH;┌ﾏ ゲデヴWゲゲWゲ デｴW ﾐWWS aﾗヴ IヴｷデｷI;ﾉ ゲデヴ;デWｪｷWゲ デｴ;デ さゲ┌ヮヮﾗヴデ ヴWﾉW┗;ﾐデ デ┞ヮWゲ ﾗa 
ヮﾗﾉｷデｷI;ﾉ ;Iデｷﾗﾐ ;ﾐS ゲﾗIｷ;ﾉ ゲWヴ┗ｷIWざが デﾗ ┘ｴｷIｴ ヮｴｷﾉﾗゲﾗヮｴWrs can actively contribute, she also 
introduces philosophy as a デｴWヴ;ヮ┞ aﾗヴ さ;SSヴWゲゲｷﾐｪ デｴW ﾏﾗゲデ ヮ;ｷﾐa┌ﾉ ヮヴﾗHﾉWﾏゲ ﾗa ｴ┌ﾏ;ﾐ 
ﾉｷaWざ ふヱΓΓヴが ンぶく NW┗WヴデｴWﾉWゲゲが BWヴﾐ;ヴS Wｷﾉﾉｷ;ﾏゲ ゲIWヮデｷI;ﾉﾉ┞ ┘ﾗﾐSWヴゲ さcan we really believe 
that philosophy, properly understood in terms of rigorous argument, could be so directly 
related to curing real human misery, the kind of suffering that priests and doctors and に 
indeed に デｴWヴ;ヮｷゲデゲ ;SSヴWゲゲいざ (1994, 25-ヲヶぶく IヴヴWゲヮWIデｷ┗W ﾗa ┘ｴWデｴWヴ Wｷﾉﾉｷ;ﾏゲげゲ ゲIWヮデｷIｷゲﾏ 
is fully justified, I do think that rigorous philosophical argumentation is apt to highlight 
existential issues which it cannot resolve by itself. The limits of critique strike me as one 
such existential problem which good philosophy highlights but cannot wholly attenuate. 
Irrespective of any therapeutic strategies philosophy may itself develop, I will investigate 
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humorous and ironic strategies in satire as coping devices that can complement this 
therapeutic process in significant ways.     
3. ADDRESSING ANXIETIES ABOUT HUMOUR AND IRONY  
The idea that humorous and ironic strategies in satire have therapeutic value is 
problematised by the suspicion that these strategies make satire whimsical by introducing 
too much distance from the seriousness of critique. Often, these dangers of humorous 
irony in satire have been understood in relation to suspicions about postmodern relativity. 
Although praised by some, many have dismissed such allegedly postmodern uses of 
humour and irony in satire as non-committal and cynical. Granted, these anxieties and 
suspicions signal a genuine danger that humorous and ironic strategies in satire may flirt 
┘ｷデｴ ﾏﾗヴ;ﾉ ｷﾐSｷaaWヴWﾐIWく T;ﾆW J;ﾐ BﾜｴﾏWヴﾏ;ﾐﾐげゲ ヮﾗWﾏ さSchmähkritikざが ┘ｴｷIｴ ｷゲ 
problematic as a satire because of its ambiguity in attacking Turkish president Erdogan. 
Tｴヴﾗ┌ｪｴﾗ┌デが BﾜｴﾏWヴﾏ;ﾐﾐげゲ ｴ┌ﾏﾗヴﾗ┌ゲ ;ﾐS ｷヴﾗﾐｷI aﾉｷヮヮ;ﾐI┞ ┌ﾐSWヴI┌デゲ ;ﾐ┞ ゲ┌ゲデ;ｷﾐWS IヴｷデｷI;ﾉ 
intent. As Böhmermann rhymes stereotypical and hyperbolic insults together, it is unclear 
┘ｴWデｴWヴ ｴW ゲWデゲ ﾗ┌デ デﾗ Iヴｷデｷケ┌W EヴSﾗｪ;ﾐげゲ ┌ﾐSWﾏﾗIヴ;デｷI ヮﾗﾉｷIｷWゲ ﾗヴ to simply indulge in a 
ｪヴ;デ┌ｷデﾗ┌ゲ ;デデ;Iﾆく AIIﾗヴSｷﾐｪﾉ┞が BﾜｴﾏWヴﾏ;ﾐﾐげゲ デﾗﾐｪ┌W-in-cheek putdown of Erdogan flirts 
with moral indifference and critical disengagement. However, problem cases like 
さSchmähkritikざ ;ヴW ﾐﾗデ ｷﾐSｷI;デｷ┗W ﾗa ｴ┌ﾏﾗヴﾗ┌ゲ ;ﾐS ｷヴﾗﾐｷI ゲデヴ;デWｪｷWゲ ｷﾐ satire generally. As 
ﾗヮヮﾗゲWS デﾗ さSchmähkritikざが ｴ┌ﾏﾗ┌ヴ ;ﾐS ｷヴﾗﾐ┞ ｷﾐ ｪﾗﾗS ゲ;デｷヴW ﾗaデWﾐ a┌ﾐIデｷﾗﾐ ;ゲ ﾏ;デ┌ヴW 
coping devices to deal with existential issues bound up with critique. For this reason, I will 
mitigate postmodern and other anxieties about the immorality of humorous and ironic 
strategies in satire by revisiting South Parkげゲ さTｴW HﾗHHｷデざ ;ﾐS M;ヴｪ;ヴWデ Aデ┘ﾗﾗSげゲ The 
H;ﾐSﾏ;ｷSげゲ T;ﾉWく Aデ デｴW ゲ;ﾏW デｷﾏWが I ;ﾉゲﾗ SｷゲI┌ゲゲ F;┞ WWﾉSﾗﾐげゲ Sacred Cows (1989) to 
highlight that humorous irony in satire can be therapeutically ambiguous.  
Humorous and ironic strategies in satire have often been understood in a postmodern 
framework, as is clear from the scholarly reception of The Simpsons. Depending on their 
take on postmodernism, scholars have either praised or condemned The Simpsonsげ ゲﾗ-
called postmodern use of humorous irony. Supporting postmodern politics, Kevin Dettmar 
has argued that what The Simpsons SﾗWゲ さ;ﾐS ;デ ; ┗Wヴ┞ ヮヴﾗaﾗ┌ﾐS ﾉW┗Wﾉ デｴ;デ ﾗﾐﾉ┞ ｷヴﾗﾐ┞ I;ﾐ 
plumb, is heighten our awareness of the radically contingent nature of every choice we 
ﾏ;ﾆWざ ふヲヰヰヴが ヱヰヴぶく EﾐSﾗヴゲｷﾐｪ ;ﾐﾗデｴWヴ デWﾐWデ ﾗa ヮﾗゲデﾏﾗSWヴﾐｷゲﾏが Bヴｷ;ﾐ Oデデ ｴ;ゲ ;ヴｪ┌WS デｴ;デ 
さぷaへW┘ ゲｴﾗ┘ゲ デﾗS;┞ ;ヴW ﾏﾗヴW ヴWaﾉW┝ｷ┗Wﾉ┞ a;ﾆW ゲWﾉa-aware of their status as images and 
representations for which there is no external reality than The Simpsonsざ ふヲヰヰン, 60). 
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Accordingly, Ott has praised The Simpsons ;ゲ さ; ゲｴﾗ┘ デｴ;デ ﾐﾗデ ﾗﾐﾉ┞ ﾆﾐﾗ┘ゲ ｷデ ｷゲ ; デWﾉW┗ｷゲｷﾗﾐ 
ゲｴﾗ┘が H┌デ ;ﾉゲﾗ ｷヴﾗﾐｷI;ﾉﾉ┞ ﾗヴ I┞ﾐｷI;ﾉﾉ┞ IﾗﾏﾏWﾐデゲ ﾗﾐ デｴ;デ a;Iデざ ふヲヰヰΒが Αヱぶく “ｷﾏｷﾉ;ヴﾉ┞が PWデWヴ 
“デWW┗Wゲ ｴ;ゲ ;ヴｪ┌WS デｴ;デ さThe Simpsons is masteヴa┌ﾉ ｷﾐ ｷデゲ ┌ゲW ﾗa ケ┌ﾗデ;デｷﾗﾐ;ﾉ SｷゲIﾗ┌ヴゲWざ 
┘ｴｷIｴ ヴWaﾉWIデゲ デｴ;デ デｴWヴW ｷゲ さﾐﾗ WゲI;ヮｷﾐｪ ﾉ;ﾐｪ┌;ｪWざ ふヲヰヱヶが ヲヴヲぶく Hﾗ┘W┗Wヴが Dﾗ┞ﾉW GヴWWﾐW ｴ;ゲ 
W┝;Iデﾉ┞ IヴｷデｷIｷゲWS デｴW ﾉ;Iﾆ ﾗa SWヮデｴ ｷﾐ さデｴW ヮﾗゲデﾏﾗSWヴﾐ ｴ┌ﾏﾗ┌ヴ ;ヮヮヴﾗ;Iｴ ヮｷﾗﾐWWヴWS H┞ The 
Simpsons [which] made the cultural reference an end に デｴW ﾃﾗﾆW ｷﾐ ;ﾐS ﾗa ｷデゲWﾉaざ ふヲヰヰΑが 
206). Likewise, Ted Gournelos has denounced the humorous irony of The Simpsons さｷﾐ 
┘ｴｷIｴ ゲ┌ヴa;IW ﾉW┗Wﾉゲ ﾗa ヮﾉ;┞ IヴW;デW ; ゲ┞ゲデWﾏ ﾗa I;ﾏヮが ヮ;ゲデｷIｴWが ;ﾐS ;ﾐ け;ﾐデｷ-;WゲデｴWデｷIげ デｴ;デ 
conveys a detachment or hedonistic/nihilistic overinvolvement with the status quo and 
ヮﾗヮ┌ﾉ;ヴ I┌ﾉデ┌ヴWざ ふヲヰヰ9, 89). Similarly, Carl Matheson has argued that The Simpsons 
I┌ﾉデｷ┗;デWゲ ; さｴ┞ヮWヴ-ｷヴﾗﾐ┞ざ ;ﾐS さSﾗWゲ ﾐﾗデ ヮヴﾗﾏﾗデW ;ﾐ┞デｴｷﾐｪが HWI;┌ゲW ｷデゲ ｴ┌ﾏﾗヴ ┘ﾗヴﾆゲ H┞ 
putting forward positions oﾐﾉ┞ ｷﾐ ﾗヴSWヴ デﾗ ┌ﾐSWヴI┌デ デｴWﾏざ ふM;デｴWゲﾗﾐ ヲヰヰヱ, 118).  
This reception of ironic and humorous strategies of The Simpsons echoes common links 
between the tenets of postmodern and humorous irony. Some postmodernists have 
W┝ヮﾉｷIｷデﾉ┞ ;Iﾆﾐﾗ┘ﾉWSｪWS デｴ;デ さぷHへWI;┌ゲW we cannot step outside our language games, we 
I;ﾐ ﾗﾐﾉ┞ ヮﾉ;┞ ｷヴﾗﾐｷI;ﾉﾉ┞ ┘ｷデｴｷﾐ デｴﾗゲW ｪ;ﾏWゲざ ふCﾗﾉWHヴﾗﾗﾆ ヲヰヰヲが ンぶく Iﾐ ヮ;ヴデｷI┌ﾉ;ヴが UﾏHWヴデﾗ EIﾗ 
ｴ;ゲ ゲ┌ｪｪWゲデWS デｴ;デ デｴﾗゲW ┘ｴﾗ ﾆﾐﾗ┘ デｴ;デ Iﾗﾏﾏ┌ﾐｷI;デｷﾗﾐ I;ﾐ ﾗﾐﾉ┞ ヴWヮW;デ さデｴW ;ﾉヴW;S┞ ゲ;ｷSざ 
┘ｷﾉﾉ さIﾗﾐゲIｷﾗ┌ゲﾉ┞ ;ﾐS ┘ｷデｴ ヮﾉW;ゲ┌ヴW ヮﾉ;┞ デｴW ｪ;ﾏW ﾗa ｷヴﾗﾐ┞ざ ふ1984b, 45-48). As 
postmodernism claims to reveal language as a closed system, from which a complete 
symmetry in standing of opinions results, humorous irony is commonly introduced as さ; 
therapy that will free us from language, for we will now regard language neither as 
representation nor as a law to which we are bound but as material for play and self-
IヴW;デｷﾗﾐざ ふCﾗﾉWHヴﾗﾗﾆ ヲヰヰヲが Βぶく Similar ideas have been developed by Richard Rorty, in 
ヮ;ヴデｷI┌ﾉ;ヴが ┘ｴﾗ ;S┗ﾗI;デWゲ ;ﾐ ｷヴﾗﾐｷI ;デデｷデ┌SW ｷﾐ ヴWゲヮﾗﾐゲW デﾗ デｴW さIﾗﾐデｷﾐｪWﾐI┞ ﾗa ﾉ;ﾐｪ┌;ｪWざ 
ﾗヴ さデｴW a;Iデ デｴ;デ デｴWヴW ｷゲ ﾐﾗ ┘;┞ デﾗ ゲデWヮ ﾗ┌デゲｷSW デｴW ┗;ヴｷﾗ┌ゲ ┗ﾗI;H┌ﾉ;ヴｷWゲ ┘W ｴ;┗W Wﾏヮﾉﾗ┞WS 
and find a metavocabulary which somehow takes account of all possible vocabularies, all 
ヮﾗゲゲｷHﾉW ┘;┞ゲ ﾗa ﾃ┌Sｪｷﾐｪ ;ﾐS aWWﾉｷﾐｪざ ふヱΓΒΓが ┝┗ｷが ﾗヴｷｪｷﾐ;ﾉ Wﾏヮｴ;ゲｷゲぶく AIIﾗヴSｷﾐｪﾉ┞が ‘ﾗヴデ┞ 
ｷﾐデヴﾗS┌IWゲ デｴW IﾗﾐIWヮデ さけｷヴﾗﾐｷゲデげ デﾗ ﾐ;ﾏW デｴW ゲﾗヴデ ﾗa ヮWヴゲﾗﾐ ┘ｴﾗ a;IWゲ ┌ヮ デﾗ デｴW 
contingency of hiゲ ﾗヴ ｴWヴ ﾗ┘ﾐ ﾏﾗゲデ IWﾐデヴ;ﾉ HWﾉｷWaゲ ;ﾐS SWゲｷヴWゲざ ふヱΓΒΓが ┝┗ぶく ‘ﾗヴデ┞ a┌ヴデｴWヴ 
ケ┌;ﾉｷaｷWゲ デｴ;デ ｷヴﾗﾐｷゲデゲ ;ヴW デｴWヴWaﾗヴW さﾐW┗Wヴ ケ┌ｷデW ;HﾉW デﾗ デ;ﾆW デｴWﾏゲWﾉ┗Wゲ ゲWヴｷﾗ┌ゲﾉ┞ざ ふヱΓΒΓが 
73-74).  
Typically, the postmodern cultivation of humorous irony is linked to an individualistic 
aestheticism. Rorty argues that by accepting the contingency of selfhood, a postmodern 
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ｷヴﾗﾐｷゲデ I;ﾐ さｪWデ ﾗ┌デ aヴﾗﾏ ┌ﾐSWヴ ｷﾐｴWヴｷデWS IﾗﾐデｷﾐｪWﾐIｷWゲ ;ﾐS ﾏ;ﾆW ｴｷゲ ﾗ┘ﾐ IﾗﾐデｷﾐｪWﾐIｷWゲが 
get out from under an old final vocabulary and fashion one which will be aﾉﾉ ｴｷゲ ﾗ┘ﾐざ ふヱΓΒΓが 
97). This individualistic aestheticism problematises traditional conceptions of morality as it 
ﾗ┗Wヴデｴヴﾗ┘ゲ デｴW さSｷゲデｷﾐIデｷﾗﾐ HWデ┘WWﾐ デｴW ﾏﾗヴ;ﾉ ;ﾐS デｴW けﾏWヴWﾉ┞げ ;WゲデｴWデｷIざ ふヱΓΒΓが Βヲぶく Fﾗヴ 
the ironist, the guiding principle for a good life is not moral truth but fashioned creativity. 
Aデ デｴW ゲ;ﾏW デｷﾏWが ‘ﾗヴデ┞ ｴ;ゲ ﾐ┌;ﾐIWS デｴ;デ さぷｷへヴﾗﾐ┞ ゲWWﾏゲ ｷﾐｴWヴWﾐデﾉ┞ ; ヮヴｷ┗;デW ﾏ;デデWヴざ ;ﾐS 
ｴ;ゲ SｷゲﾏｷゲゲWS デｴW ｷSW; ﾗa さ; I┌ﾉデ┌ヴW ┘ｴｷIｴ ゲﾗIｷ;ﾉｷ┣WS ｷデゲ ┞ﾗ┌デｴ ｷﾐ ゲ┌Iｴ ; ┘;┞ ;ゲ デﾗ ﾏ;ﾆW 
them continually dubious about theｷヴ ﾗ┘ﾐ ヮヴﾗIWゲゲ ﾗa ゲﾗIｷ;ﾉｷ┣;デｷﾗﾐざ ふヱΓΒΓが ΒΑぶく Fﾗヴ デｴｷゲ 
ヴW;ゲﾗﾐが ‘ﾗヴデ┞ ゲ┌ｪｪWゲデゲ デｴ;デ デｴWﾗヴｷWゲ ﾗa ｷヴﾗﾐ┞ ;ヴW さヮヴWデデ┞ ﾏ┌Iｴ ┌ゲWﾉWゲゲ ┘ｴWﾐ ｷデ IﾗﾏWゲ デﾗ 
ヮﾗﾉｷデｷIゲざ ふヱΓΒΓが Βンぶ ;ﾐS ｷﾐデヴﾗS┌IWゲ ; さヮ┌HﾉｷI-ヮヴｷ┗;デW ゲヮﾉｷデざ ｷﾐ ｴｷゲ ヮﾗﾉｷデｷI;ﾉ ヮｴｷﾉﾗゲﾗヮｴ┞が 
specifically endorsing a politics of liberalism in the public domain (1989, 85). However, 
critics of The Simpsons have contended that its politics is encapsulated exactly by its 
humorous irony. For this reason, humorous and ironic strategies in satire like The Simpsons 
or South Park have often been criticised for cultivating cynicism and moral indifference 
(Wallace 2002; Bybee and Overbeck 2001; Groening 2008). Especially during the so-called 
け;ｪW ﾗa ｷヴﾗﾐ┞げが デｴｷゲ Sｷゲﾏｷゲゲ;ﾉ ﾗa ｴ┌ﾏﾗヴﾗ┌ゲ ｷヴﾗﾐ┞ ｷﾐ ゲ;デｷヴW resonated with anxieties about 
widespread cynicism and moral detachment in youth culture (Becker 2008; Bewes 1997; 
Owen 1997). 
These postmodern anxieties and suspicions about humorous irony can be further framed in 
a philosophical model introduced by the early Kierkegaard. Under the influence of Hegel, 
Kierkegaard defined irony as an attitude of infinite absolute negativity, an attitude which he 
saw embodied by Socrates. John Lippitデ ふヲヰヰヰが ヱヴΓぶ ｴ;ゲ ゲヮWIｷaｷI;ﾉﾉ┞ ﾉｷﾐﾆWS KｷWヴﾆWｪ;;ヴSげゲ 
conception of irony as infinite absolute negativity to W;┞ﾐW Bﾗﾗデｴげゲ IﾗﾐIWヮデ ﾗa さ┌ﾐゲデ;HﾉW 
ｷヴﾗﾐ┞ざ ふヱΓΑヴが ヲヴヰぶが ; ﾐｷｴｷﾉｷゲデｷI ;デデｷデ┌SW ┘ｴｷIｴ ヴWa┌ゲWゲ デﾗ ;aaｷヴﾏ ;ﾐ┞デｴｷﾐｪく Oﾐ KｷWヴﾆWｪ;;ヴSげゲ 
idiosyncratic reading, Socrates was a nihilist who wholly rejected the established order of 
his society, without offering any values in return (1989 [1841], 217/131/145). Kierkegaard 
ゲヮWIｷaｷI;ﾉﾉ┞ ｷSWﾐデｷaｷWS “ﾗIヴ;デWゲげゲ ｷヴﾗﾐ┞ ;ゲ ; ヮヴWデWﾐIW ┘ｴｷIｴ aWｷｪﾐゲ ;SｴWヴWﾐIW デﾗ デｴW ┗;ﾉ┌Wゲ ﾗa 
society while really undermining them (1989 [1841], 264). Accordingly, Kierkegaard 
ｷSWﾐデｷaｷWゲ ｷヴﾗﾐ┞ ;ゲ さゲomething that at rock bottom is comicざ ふ1989 [1841], 131) but without 
;ﾐ┞ さヴWSWWﾏｷﾐｪ aW;デ┌ヴWざ ;ゲ ｷデ さヴWｷﾐaﾗヴIWゲ ┗;ﾐｷデ┞ ｷﾐ ｷデゲ ┗;ﾐｷデ┞ ;ﾐS ﾏ;ﾆWゲ ┘ｴ;デ ｷゲ ﾉ┌ﾐ;デｷI W┗Wﾐ 
ﾏﾗヴW ﾉ┌ﾐ;デｷIざ ふ1989 [1841], ヲヵΑぶく Iﾐ ﾗデｴWヴ ┘ﾗヴSゲが デｴW ｷヴﾗﾐｷゲデげゲ ヮヴWデWﾐIW ﾏ;┞ ヴｷSｷI┌ﾉW ゲﾗIｷ;ﾉ 
values, which are in need of critique, but this ironic ridicule does not itself bring about 
ゲﾗﾏWデｴｷﾐｪ ﾗa ┗;ﾉ┌Wく Iﾐ デｴｷゲ ヴWｪ;ヴSが Bヴ;S Fヴ;┣ｷWヴ ｴ;ゲ SWゲIヴｷHWS デｴW W;ヴﾉ┞ KｷWヴﾆWｪ;;ヴSげゲ 
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IﾗﾐIWヮデｷﾗﾐ ﾗa “ﾗIヴ;デｷI ｷヴﾗﾐ┞ ;ゲ さデｴW ヴWﾃWIデｷﾗﾐ ﾗa W;ヴﾐWゲデﾐWゲゲ ;Hﾗ┌デ ;ﾐ┞デｴｷﾐｪざ ふヲヰヰヶが ヱヱヴぶく 
Fﾗヴ デｴｷゲ ヴW;ゲﾗﾐが Bヴ;ｷﾐ “ﾜSWヴケ┌ｷゲデ ;ヴｪ┌Wゲが KｷWヴﾆWｪ;;ヴSげゲ さ“ﾗIヴ;デWゲ ｷゲ HWゲデ ┌ﾐSWヴゲデﾗﾗS ;ゲ ; 
self-IWﾐデヴWS ;ﾐS ヮﾗﾉｷデｷI;ﾉﾉ┞ ;ヮ;デｴWデｷI aｷｪ┌ヴWざ ふヲヰヰΑが Βヲぶく “ｷﾏｷﾉ;ヴﾉ┞が デｴW ｴ┌ﾏﾗヴﾗ┌ゲ ｷヴﾗﾐ┞ ﾗa 
The Simpsons is denounced as politically apathetic by its critics because it allegedly ridicules 
the fundaments of society without offering any values in return.  
A similar kind of philosophical critique of humorous irony has been developed by Simon 
Blackburn, especially in response to the position developed by Richard Rorty. Blackburn 
ゲヮWIｷaｷI;ﾉﾉ┞ デ;ヴｪWデゲ デｴW さ;WゲデｴWデｷIｷゲﾏ ﾗヴ デｴW ┘WｷｪｴデﾉWゲゲﾐWゲゲ デｴ;デ ‘ﾗヴデ┞;ﾐ ｷヴﾗﾐ┞ ゲWWﾏゲ デﾗ 
ゲ┌ｪｪWゲデざ ふヲヰヰ6, 167). While Blackburn acknowledges that the success of moral deliberation 
is not rationally compelling but contingent on the socialisation of our emotions, his quasi-
realism nonetheless permits talk of truth and objectivity in the domain of ethics. For this 
ヴW;ゲﾗﾐが Bﾉ;IﾆH┌ヴﾐ ;ヴｪ┌Wゲ デｴ;デ さｷヴﾗﾐ┞ ;ヮヮW;ヴゲ ヮｴｷﾉﾗゲﾗヮｴｷI;ﾉﾉ┞ ﾗ┌デ ﾗa ヮﾉ;IW ｷﾐ デｴW 
philosophical situation that Rorty recommendsざ ふヲヰヰ6, 167). Since ethics is not simply a 
matter of contingency, quasi-ヴW;ﾉｷゲデゲ ﾉｷﾆW Bﾉ;IﾆH┌ヴﾐ IﾗﾐSWﾏﾐ ‘ﾗヴデ┞げゲ さ┘WｷｪｴデﾉWゲゲ ;WゲデｴWデWが 
デﾗ ┘ｴﾗﾏ ;ﾉﾉ ヴW;ﾉ IﾗﾏﾏｷデﾏWﾐデ ｷゲ ; ゲ┌HﾃWIデ ﾗa ﾃﾗﾆW ﾗヴ ヮ;ヴﾗS┞ざ ふヱΓΓΒが ヲΓヰぶく Tｴ┌ゲが ;ﾉデｴﾗ┌ｪｴ 
Blackburn admits that humorous irﾗﾐ┞ I;ﾐ さIWヴデ;ｷﾐﾉ┞ HW ;デデヴ;Iデｷ┗Wざが WゲヮWIｷ;ﾉﾉ┞ ｷﾐ デｴW ゲWﾐゲW 
ﾗa さデｴW aﾉW┝ｷHｷﾉｷデ┞ ;ﾐS ｴ┌ﾏﾗ┌ヴ デｴ;デ ;ﾐ ;ヮヮヴWIｷ;デｷﾗﾐ ﾗa ﾗﾐWげゲ ﾗ┘ﾐ ヮWI┌ﾉｷ;ヴｷデｷWゲ I;ﾐ 
WﾐｪWﾐSWヴざが ｴW ﾐﾗﾐWデｴWﾉWゲゲ IﾗﾐIﾉ┌SWゲ デｴ;デ ｷﾐ ﾗ┌ヴ ﾏﾗヴ;ﾉ ﾉｷ┗Wゲ さ┘W I;ﾐ ゲ;aWﾉ┞ ゲWデ デｴW ｷヴﾗﾐ┞ 
;ゲｷSWざ ふヱΓΓΒが ヲΓヰぶく Hﾗ┘W┗Wヴが Bﾉ;IﾆH┌ヴﾐげゲ Sｷゲﾏｷゲゲ;ﾉ ﾗa ｴ┌ﾏﾗヴﾗ┌ゲ ;ﾐS ｷヴﾗﾐｷI ゲデヴ;デWｪｷWゲ ﾏ;┞ 
HW ; Hｷデ ヴ;ゲｴく Aゲ ｴｷｪｴﾉｷｪｴデWSが Bﾉ;IﾆH┌ヴﾐげゲ ケ┌;ゲｷ-realism is characterised by a fundamental 
conflict between the concern for the common good and the care of self. Concretely, 
whereas the concern for the common good makes a commitment to critique indispensable, 
unabated critique is not only unlikely to wholly emancipate the world but also likely to 
compromise personal wellbeing. For this reason, the limits of critique necessitate some 
therapeutic distance. In this respect, I suggest that humorous and ironic strategies can 
sometimes serve as mature therapy to cope with the limits of critique, especially as 
exemplified in good satire.   
Strategies of entertainment in satire, specifically humour and irony, do not necessarily 
signal the whimsicality of the genre. As previously discussed, these strategies can 
contribute to the moderate but significant cognitive value of satire in a moral project of 
Iヴｷデｷケ┌Wく YWデが デｴW ヴW;ﾉ ゲｷｪﾐｷaｷI;ﾐIW ﾗa ゲ;デｷヴWげゲ ｪWﾐWヴｷc purpose to both critique and entertain 
is a balancing act between a critical commitment to improve the world and a therapeutic 
acceptance of our limits in doing so. Through its purpose to entertain, good satire has the 
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potential to negotiate an appropriate therapeutic distance to cope with the limits of 
critique. In this respect, satire is more intriguing than other forms of entertainment, such as 
sports. Although the cultivation of aesthetic engrossment in sports can be therapeutic, 
unlike satire, it does not by itself address the conflict between the common good and the 
individual good. Whereas aesthetic engrossment in sports puts the concerns of everyday 
life aside, good satire combines the therapeutic dimension of entertainment with the moral 
demand for critique. Accordingly, good satire offers a space to negotiate the fundamental 
conflict between the care for others and the care of self in moral life. In particular, humour 
and irony in satire can introduce appropriate therapeutic distance from the emotionally 
painful gap between critical ideals and reality. Accordingly, humorous irony in satire does 
not simply promote merriness, but typically features into a complex emotional negotiation 
that sits somewhere between hope and despair. Hence, insofar as good satire is cathartic, 
its catharsis does not ゲデｷﾏ┌ﾉ;デW aﾗヴｪWデa┌ﾉﾐWゲゲ ﾗa デｴW ┘ﾗヴﾉSげゲ ｴﾗヴヴﾗヴゲが H┌デ ｷﾐゲデW;S ゲWヴ┗Wゲ ;ゲ ; 
therapeutic coping strategy to critically face them without succumbing to distress.  
My proposal that humorous and ironic strategies in satire can have therapeutic value goes 
beyond other suggestions that have aimed to redeem humorous irony in satire like The 
Simpsons. One such valuable ゲ┌ｪｪWゲデｷﾗﾐ aﾗﾉﾉﾗ┘ゲ aヴﾗﾏ LｷﾐS; H┌IｴWﾗﾐげゲ ;ゲゲWゲゲﾏWﾐデ ﾗa ゲﾗ-
I;ﾉﾉWS ヮﾗゲデﾏﾗSWヴﾐ Iヴｷデｷケ┌W ;ゲ さHﾗ┌ﾐS ┌ヮが デﾗﾗが ┘ｷth its own complicity with power and 
Sﾗﾏｷﾐ;デｷﾗﾐざ ふヱΓΒΓが ヴが ﾗヴｷｪｷﾐ;ﾉ Wﾏヮｴ;ゲｷゲぶく CﾗﾐIヴWデWﾉ┞が H┌デIｴWﾗﾐ ｷﾐデヴﾗS┌IWゲ デｴW ｷゲゲ┌W デｴ;デ ; 
satire like The Simpsons critiques consumer capitalism and television culture, but is itself 
complicit in these systems. According to pessimists like Frederic Jameson, such complicity 
SWゲデヴﾗ┞ゲ さIヴｷデｷI;ﾉ Sｷゲデ;ﾐIWざ ;ﾐS ｷﾏヮWSWゲ Iヴｷデｷケ┌W ふヱΓΒヴが ヲヲぶく YWデが ;ﾉﾉW┗ｷ;デｷﾐｪ ゲ┌Iｴ ;ﾐ┝ｷWデｷWゲが 
H┌デIｴWﾗﾐ ゲ┌ｪｪWゲデゲ さぷｷへデ ｷゲ デｴW a┌ﾐIデｷﾗﾐ ﾗa ｷヴﾗﾐ┞ ｷﾐ ヮﾗゲデﾏﾗSWヴﾐ SｷゲIﾗ┌ヴゲW デﾗ ヮﾗゲｷデ デｴ;デ 
critical distance ;ﾐS デｴWﾐ ┌ﾐSﾗ ｷデざ ふヱΓΒΓが ヱヵぶく Iﾐ デｴｷゲ ヴWゲヮWIデが “ｷﾏﾗﾐW Kﾐﾗ┝ ふヲヰヰヶが ΑΒぶ ;ﾐS 
Jonathan Gray (2005, 154/160-2) have argued that by ironically highlighting its own 
complicity as a commercial product, The Simpsons creates the distance necessary for 
critique. Gray has explained that humorous irony in The Simpsons not only sidesteps 
hypocrisy and naivety, but also avoids preachiness and patronising audiences (2005, 165). 
TｴW aﾗヴIW ﾗa Gヴ;┞げゲ ゲ┌ｪｪWゲデｷﾗﾐ ｷゲ W┝WﾏヮﾉｷaｷWS H┞ デｴW ;HゲWﾐIW ﾗa ｴ┌ﾏﾗヴﾗ┌ゲ ;ﾐS ｷヴﾗﾐｷI 
strategies iﾐ A;ヴﾗﾐ “ﾗヴﾆｷﾐげゲ The Newsroom (HBO, 2012-2014), which has often been 
unfavourably compared to satires like The Daily Show or The Colbert Report for its 
patronising critique of American journalism (Jarvis 2013; McNamara 2012; Stanley 2012). 
Still, my proposal goes beyond identifying humorous and ironic strategies in satire as 
203 
 
contributing to a reflexive critique which avoids taking itself too seriously. Instead, I suggest 
that humorous irony in satire contributes to a therapeutic negotiation between the 
demands of critique and its limits.  
A concrete (and by now familiar) example of such therapeutic negotiation through 
humorous and ironic strategies in satire is South Parkげゲ さTｴW HﾗHHｷデざく Aゲ SｷゲI┌ゲゲWSが South 
Parkげゲ ゲ;デｷヴW ridicules various targets which contribute to the pernicious pervasiveness of 
Photoshopped imagery. Crucially, this use of humour and irony in South Parkげゲ ゲ;デｷヴW ﾐﾗデ 
only has a cognitive function in revealing the malice of Photoshopped imagery, but also a 
therapeutic function in dealing with the absurdity of its continued prevalence. Specifically, 
through the humorously ironic pushback experienced by Wendy Testaburger in her attack 
on Photoshopped imageryが さTｴW HﾗHHｷデざ ﾐWｪﾗデｷ;デWゲ ; デｴWヴ;ヮW┌デｷI ヴWゲヮﾗﾐゲW デﾗ デｴW ﾉｷﾏｷデゲ ﾗa 
critique. For one, the ironic ridicule of targets who are too blind to see the falsity of 
Photoshop when it is right in front of them affords Wendy a symbolic superiority when a 
political victory is out of reach. Moreover, the cultivation of humour and irony in さTｴW 
HﾗHHｷデざ ヴWヮW;デWSﾉ┞ takes the sting out of WWﾐS┞げゲ inability to change the world. In this 
respect, the ending of the episode is crucial. When everybody at South Park Elementary 
ignores her critique, Wendy takes her grievances about Photoshop to national television. 
“ｴW ゲ┌IIｷﾐIデﾉ┞ ゲ┌ﾏゲ ┌ヮ デｴW Iヴｷデｷケ┌W ﾗa さTｴW HﾗHHｷデざ ┘ｴWﾐ ゲｴW W┝ヮﾉ;ｷﾐゲ デｴ;デ さぷ┘へ;デIｴｷﾐｪ 
what Photoshop is doing to society... Little girls are aspiring to have bodies they canげt 
ヮﾗゲゲｷHﾉ┞ ｴ;┗Wぁ WW ｴ;┗W デﾗ ヮ┌デ ; ゲデﾗヮ デﾗ ｷデくざ Hﾗ┘W┗Wヴが ﾗﾐIW ﾏﾗヴWが WWﾐS┞げゲ aWﾏｷﾐｷゲデ Iヴｷデｷケ┌W 
is dismissed as sexual jealousy. In response, Wendy still adamantly refuses to let the 
indifference of society stop her crusade on Photoshopped imagery. Yet, surprising Wendy 
in her sleep, Kayne West later emotionally blackmails ｴWヴ H┞ ゲデ;ﾐSｷﾐｪ ┌ヮ aﾗヴ ｴｷゲ aｷ;ﾐIYWげゲ 
deception. Ultimately, Wendy yields and transforms her own image into a sexualised bimbo 
on Photoshop. The episode draws to an end with a powerful image of Wendy crying as she 





C┌ﾉﾏｷﾐ;デｷﾐｪ ｷﾐ WWﾐS┞げゲ ┌ﾉデｷﾏ;デW SWaW;デが South Parkげゲ さTｴW HﾗHHｷデざ WﾐSゲ ┘ｷデｴ ; ヴWaﾉWIデｷﾗﾐ 
ﾗﾐ デｴW ﾉｷﾏｷデゲ ﾗa Iヴｷデｷケ┌Wく Tｴヴﾗ┌ｪｴﾗ┌デ デｴW WヮｷゲﾗSWが WWﾐS┞げゲ ﾏｷゲゲｷﾗﾐ デﾗ ;デデ;Iﾆ デｴW ﾏ;ﾉｷIW ﾗa 
Photoshop parallels that of South Parkげゲ IヴW;tive team, specifically creators and executive 
ヮヴﾗS┌IWヴゲ TヴW┞ P;ヴﾆWヴ ;ﾐS M;デデ “デﾗﾐWく Iﾐ デｴｷゲ ヴWゲヮWIデが WWﾐS┞げゲ ヮ;ｷﾐa┌ﾉ a;ｷﾉ┌ヴW デﾗ HW;デ デｴW 
cult of Photoshop is a sobering comment on the limited social and political impact of South 
P;ヴﾆげゲ satire and, by extension, other forms of critique that have unsuccessfully sought to 
ヴWSヴWゲゲ デｴｷゲ ｷゲゲ┌Wく Aデ aｷヴゲデ ゲｷｪｴデが ｷデ ﾏ;┞ ゲWWﾏ デｴ;デ デｴW WﾐS ﾗa さTｴW HﾗHHｷデざ ﾗaaWヴゲ ヮヴWIｷﾗ┌ゲ 
little coping strategies to deal with the painful limits of critique, viscerally embodied by 
Wend┞げゲ ゲﾗヴヴﾗ┘く Iﾐ ; ヴW┗ｷW┘ aﾗヴ The A.V. Club, Ryan McGee argues that there is ultimately 
さﾐﾗ I;デｴ;ヴゲｷゲ aﾗヴ デｴW ;┌SｷWﾐIWが ┘ｴｷIｴ ｷﾐ デ┌ヴﾐ ヮﾗデWﾐデｷ;ﾉﾉ┞ ゲヮW;ﾆゲ デﾗ デｴW ;ﾐｪWヴ ┘ｷデｴ ┘ｴｷIｴ 
P;ヴﾆWヴ ;ﾐS “デﾗﾐW デヴW;デ デｴｷゲ デﾗヮｷIく ふぐぶ WW Sﾗﾐげデ ｪWデ ぷゲﾗﾏWデｴｷﾐｪへ ふぐぶ デﾗ SWaﾉ;デW デｴe tension 
;ﾐS ゲWﾐS ┌ゲ ﾏWヴヴｷﾉ┞ ;ﾉﾗﾐｪ ﾗ┌ヴ ┘;┞ゲざ ふヲヰヱンぶく Aﾉデｴﾗ┌ｪｴ MIGWW ｷゲ ヴｷｪｴデ デﾗ ｴｷｪｴﾉｷｪｴデ デｴW 
HﾉW;ﾆﾐWゲゲ ;デ デｴW WﾐS ﾗa さTｴW HﾗHHｷデざが ゲﾗﾏW ｷヴﾗﾐｷI ;ﾐS ｴ┌ﾏﾗヴﾗ┌ゲ I;デｴ;ヴゲｷゲ SﾗWゲ aﾗﾉﾉﾗ┘ ｷﾐ 
デｴW aﾗヴﾏ ﾗa ;ﾐ ﾗ┌デヴﾗ ﾗヴ ﾆｷIﾆWヴ ;aデWヴ デｴW IヴWSｷデゲく さTｴW HﾗHHｷデざ SﾗWゲ not really conclude on 
WWﾐS┞げゲ ゲﾗヴヴﾗ┘が H┌デ ヴWヮヴｷゲWゲ W;ヴﾉｷWヴ ｷヴﾗﾐｷI ヴｷSｷI┌ﾉW ﾗa K;┞ﾐW WWゲデが SWゲヮWヴ;デWﾉ┞ a;ｷﾉｷﾐｪ デﾗ 
provide reasons why his fiancée is really not a hobbit. Accordingly, at the very last moment 
of the episode, ironic laughter tops emotional pain. Tｴｷゲ IﾗﾐIﾉ┌ゲｷﾗﾐ ﾗa さTｴW HﾗHHｷデざ ｷゲ 
indicative of how humorous and ironic strategies throughout the episode serve to 
counterbalance the despair inherent in the absurd prevalence of Photoshopped imagery.  
TｴW WﾐSｷﾐｪ ﾗa さTｴW HﾗHHｷデざ ゲｷｪﾐ;ﾉゲ ｴﾗ┘ South Park develops humorous and ironic 
strategies to cope with the limits of critique, without altogether succumbing to 
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indifference. A similar mix of commitment to critique and acquiescence in its limits also 
Iｴ;ヴ;IデWヴｷゲWゲ M;ヴｪ;ヴWデ Aデ┘ﾗﾗSげゲ TｴW H;ﾐSﾏ;ｷSげゲ T;ﾉW, albeit the humorous irony is more 
subdued. As a dystopian satire, TｴW H;ﾐSﾏ;ｷSげゲ T;ﾉW is an extremely bleak prediction about 
the contemporaneous growing influence of the religious right. Throughout, Atwood 
combines the careful emotional development of her prﾗデ;ｪﾗﾐｷゲデげゲ ヮﾉｷｪｴデ ;ゲ ; ｴ;ﾐSﾏ;ｷS 
┘ｷデｴ ; ┘ヴ┞ ;ﾐS ゲ;ヴSﾗﾐｷI ;デデ;Iﾆ ﾗﾐ デｴW ;Hゲ┌ヴSｷデ┞ ﾗa デｴW ヴWｪｷﾏWげゲ ヮ;デヴｷ;ヴIｴ;ﾉ ﾏﾗﾐﾗデｴWｷゲﾏく 
TｴWゲW デ┘ﾗ デWﾐSWﾐIｷWゲ ｷﾐ Aデ┘ﾗﾗSげゲ ゲデﾗヴ┞デWﾉﾉｷﾐｪ ;ヴW ヮ;ヴデｷI┌ﾉ;ヴﾉ┞ ;ヮヮ;ヴWﾐデ ｷﾐ ｴWヴ SWゲIヴｷヮデｷﾗﾐ 
ﾗa デｴW ﾏﾗﾐデｴﾉ┞ けIWヴWﾏﾗﾐ┞げ S┌ヴｷﾐｪ ┘ｴｷIｴ デｴW Iommander tries impregnate his handmaiden 
while she lies between the open legs of his infertile wife. As the commander works his way 
デﾗ┘;ヴS Iﾉｷﾏ;┝ｷﾐｪ さ┘ｷデｴ ; ヴWｪ┌ﾉ;ヴ デ┘ﾗ-aﾗ┌ヴ ﾏ;ヴIｴｷﾐｪ ゲデヴﾗﾆWざ ;ﾐS ｴｷゲ ┘ｷaW ヮヴWデWﾐSゲ さ;ゲ ｷa ｷデ ｷゲ 
ゲｴWが ﾐﾗデ ぷデｴW ｴ;ﾐSﾏ;ｷSへが ┘ｴﾗげゲ HWｷﾐｪ a┌IﾆWSざが Aデ┘ﾗﾗSげゲ SWゲIヴｷヮデｷﾗﾐ ﾗa デｴW ゲｷデ┌;デｷﾗﾐ ｷゲ ;デ 
once chilling and farcical (1996 [1985], 105). A similar mix of intense distress and sardonic 
ゲﾗﾉ;IW ゲヮW;ﾆゲ aヴﾗﾏ デｴW ｴ;ﾐSﾏ;ｷSげゲ ｷﾐデWヴｷﾗヴ ﾏﾗﾐﾗﾉﾗｪ┌Wが ;ゲ ゲｴW さヴWﾏWﾏHWヴぷゲへ Q┌WWﾐ 
VｷIデﾗヴｷ;げゲ ;S┗ｷIW デﾗ ｴer daughter. Close your eyes and think of England. But this is not 
Eﾐｪﾉ;ﾐSく I ┘ｷゲｴ ｴW ┘ﾗ┌ﾉS ｴ┌ヴヴ┞ ┌ヮざ (Atwood 1996 [1985], 105, original emphasis). In the 
ヴWIWﾐデ ;S;ヮデ;デｷﾗﾐ ﾗa デｴW ﾐﾗ┗Wﾉ ;ゲ ; Sヴ;ﾏ; ゲWヴｷWゲ ふH┌ﾉ┌ ヲヰヱΑぶが Eﾉｷゲ;HWデｴ Mﾗゲゲげゲ ヮWヴaﾗヴﾏ;ﾐIW 
of the protagonist similarly incorporates a sardonic perspective which affords her a 
symbolic superiority over her political oppressors. In this manner, not unlike South Parkげゲ 
さTｴW HﾗHHｷデざが The Handmaidげゲ T;ﾉW incorporates humorous and ironic strategies which 
introduce distance and, accordingly, relief in a depressingly awry political situation.  
At the same time, the ending of TｴW H;ﾐSﾏ;ｷSげゲ T;ﾉW reveals a complexity about the 
therapeutic function of humorous and ironic strategies in satire. While dystopian, Atwoodげゲ 
ゲ;デｷヴｷI;ﾉ ﾐﾗ┗Wﾉ ｷゲ ﾐﾗデ ┘ｴﾗﾉﾉ┞ ヮWゲゲｷﾏｷゲデｷI ;Hﾗ┌デ デｴW a┌デ┌ヴWく “ｷﾏｷﾉ;ヴ デﾗ Jﾗﾐ;デｴ;ﾐ “┘ｷaデげゲ A 
Modest Proposal, which features as an epigraph at the beginning of TｴW H;ﾐSﾏ;ｷSげゲ T;ﾉW, 
Aデ┘ﾗﾗS ┌ﾉデｷﾏ;デWﾉ┞ ヴW┗W;ﾉゲ デｴW Wヮﾗﾐ┞ﾏﾗ┌ゲ ｴ;ﾐSﾏ;ｷSげゲ デ;ﾉW ;ゲ ヮヴWゲWﾐデWS H┞ デ┘ﾗ editors, 
who happened to stumble on it in 2195. Atwood has explained that she modelled the 
ending of TｴW H;ﾐSﾏ;ｷSげゲ T;ﾉW ﾗﾐ デｴW aｷﾐ;ﾉ Iｴ;ヮデWヴ ;Hﾗ┌デ ﾐW┘ゲヮW;ﾆ ｷﾐ GWﾗヴｪW Oヴ┘Wﾉﾉげゲ 
1984が さ┘ヴｷデデWﾐ ｷﾐ ゲデ;ﾐS;ヴS Eﾐｪﾉｷゲｴが ｷﾐ デｴW デｴｷヴS ヮWヴゲﾗﾐが ;ﾐS ｷﾐ デｴW ヮ;ゲデ デWﾐゲWが which can only 
ﾏW;ﾐ デｴ;デ デｴW ヴWｪｷﾏW ｴ;ゲ a;ﾉﾉWﾐが ;ﾐS デｴ;デ ﾉ;ﾐｪ┌;ｪW ;ﾐS ｷﾐSｷ┗ｷS┌;ﾉｷデ┞ ｴ;┗W ゲ┌ヴ┗ｷ┗WSざ ふヲヰヰンき 
see also Atwood 2012; Atwood 2004; Rothstein 1986). “ｷﾏｷﾉ;ヴﾉ┞が デｴW さヮ;ヴデｷ;ﾉ デヴ;ﾐゲIヴｷヮデ ﾗa 
the proceedings of the Twelfth Symposium on Gileadean StudiWゲざが ;デ デｴW WﾐS ﾗa The 
H;ﾐSﾏ;ｷSげゲ T;ﾉW, signals that the Gilead regime is now history (1996 [1985], 331). 
Moreover, the planned fishing trip and nature excursion during the symposium indicate 
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that the ecological disasters of the 21st century have been overturned, while Professor 
M;ヴヴ┞;ﾐ CヴWゲIWﾐデ Mﾗﾗﾐげゲ ヴﾗﾉW ;ゲ IﾗﾐaWヴWﾐIW Iｴ;ｷヴ ﾏ;ﾆWゲ ｷデ W┗ｷSWﾐデ デｴ;デ ┘ﾗﾏWﾐ ;ヴW ﾗﾐIW 
more able to pursue professional careers. Nonetheless, the optimism of this final chapter is 
デWﾏヮWヴWS H┞ Aデ┘ﾗﾗSげゲ ┘ヴ┞ ヴWヮヴWゲWﾐデ;デｷﾗﾐ ﾗa ﾗﾐW ﾗa デｴW co-WSｷデﾗヴゲげ ﾆW┞ﾐﾗデW ;SSヴWゲゲが 
Professor Pieixoto, as he frequently indulges in shamelessly sexist remarks, much to the 
delight of his audience. Accordingly, although TｴW H;ﾐSﾏ;ｷSげゲ T;ﾉW ends on a hopeful note, 
it also sardonically acknowledges the advances of feminist critique as only intermittent.  
The ending of TｴW H;ﾐSﾏ;ｷSげゲ T;ﾉW signals the ambiguity of humorous and ironic strategies 
in satire, which may not exclusively promote therapeutic distance through merriment, but 
cultivate a certain bitterness. This therapeutic ambiguity of humorous irony in satire is 
ヮ;ヴデｷI┌ﾉ;ヴﾉ┞ W┗ｷSWﾐデ ｷﾐ F;┞ WWﾉSﾗﾐげゲ ゲ;デｷヴｷI;ﾉ ヮ;ﾏヮｴﾉWデ Sacred Cows. A portrait of BRITAIN 
post-RUSHDIE, pre-UTOPIA. Constantly flirting with cynicism, Weldon satirises the social 
conditions in the UK デｴ;デ HヴWS W┝デヴWﾏｷゲデ ヴW;Iデｷﾗﾐゲ デﾗ “;ﾉﾏ;ﾐ ‘┌ゲｴSｷWげゲ Satanic Verses. 
WｴｷﾉW WWﾉSﾗﾐ SWﾐﾗ┌ﾐIWゲ Iゲﾉ;ﾏｷゲデ W┝デヴWﾏｷゲﾏが ゲｴW ;ﾉゲﾗ Iｴ;ゲデｷゲWゲ Bヴｷデ;ｷﾐげゲ ﾉｷHWヴ;ﾉ I┌ﾉデ┌ヴ;ﾉ 
elite for its spineless pluralism and soggy multiculturalism that tolerated such extremism. 
Weldon develops her satire by introducing a dark parable, comparing contemporary Britain 
┘ｷデｴ ; ┘ﾗﾏ;ﾐ ┘ｴﾗ ｷﾐ ;S┗;ﾐIW ﾗa ; ┘WSSｷﾐｪ aW;ゲデ さデﾗﾗﾆ ┘WW┗ｷﾉ┞ ﾏW;ﾉ ;ﾐS Hヴ;Iﾆｷゲｴ ┘;デWヴ 
;ﾐS ゲWデ デｴWﾏ ｷﾐ ; Iヴ;IﾆWS Hﾗ┘ﾉ ;ﾐS ぷゲ;┘へ デｴWヴW ┘;ゲ ﾐﾗ ｪﾗﾗS ｷﾐ デｴWﾏざ ふヱΓΒΓが ヱぶく 
Sarcasticallyが WWﾉSﾗﾐ Iﾉ;ヴｷaｷWゲ デｴ;デ デｴW さ┘WW┗ｷﾉ┞ ﾏW;ﾉざ ヴWaWヴゲ デﾗ さ┘ｴﾗﾉWﾏW;ﾉ aﾉﾗ┘Wヴが デｴW 
stuff of self-Iﾗﾐｪヴ;デ┌ﾉ;デｷﾗﾐく けM┞ SｷWデ ｷゲ ﾐ;デ┌ヴ;ﾉ ゲﾗ ﾏ┞ IﾗﾐゲIｷWﾐIW ｷゲ IﾉW;ヴくげざが ┘ｴｷﾉW デｴW 
さHヴ;Iﾆｷゲｴ ┘;デWヴざ ヴWaWヴゲ デﾗ さデ;ヮ-water, symbol of our apathy. London water is rich in 
ﾗWゲデヴﾗｪWﾐき ｷデ IﾗﾏWゲ aヴﾗﾏ デｴW ┌ヴｷﾐW ﾗa デｴW ┘ﾗﾏWﾐ ｷﾐ ‘W;Sｷﾐｪが ┘ｴWヴW デｴW Hｷヴデｴ ヮｷﾉﾉげゲ ヮﾗヮ┌ﾉ;ヴざ 
ふヱΓΒΓが ヲぶく Cｴ;ゲデｷゲｷﾐｪ Bヴｷデ;ｷﾐげゲ ﾉｷHWヴ;ﾉ WﾉｷデWが ｷデ ｷゲ IﾉW;ヴ WWﾉSﾗﾐ ;ﾉゲﾗ デ;ヴｪWデゲ ｴWヴ ﾗ┘ﾐ 
Iﾗﾏヮﾉ;IWﾐI┞く “ｴW ﾉ;デWヴ ;ﾉゲﾗ ゲ;ヴI;ゲデｷI;ﾉﾉ┞ ;Iﾆﾐﾗ┘ﾉWSｪWゲ デｴ;デ さHWｷﾐｪ ┘ｴite, middle class and 
ヮヴﾗゲヮWヴﾗ┌ゲが ﾐﾗデｴｷﾐｪ SWWヮﾉ┞ ｴ┌ヴデゲ ﾏWざ ふWWﾉSﾗﾐ ヱΓΒΓが ヱヲぶく Tｴヴﾗ┌ｪｴﾗ┌デ Sacred Cows, 
Weldon cultivates darkly humorous and ironic techniques which seem to introduce not so 
much therapeutic distance as cultivate self-defeatism and self-loathing. 
NW┗WヴデｴWﾉWゲゲが WWﾉSﾗﾐげゲ Sacred Cows does not wholly succumb to cynicism. While Weldon 
ヮWゲゲｷﾏｷゲデｷI;ﾉﾉ┞ ゲデヴWゲゲWゲ さぷﾐへﾗデｴｷﾐｪ ｪﾗﾗS ┘ｷデｴﾗ┌デ ゲﾗﾏWデｴｷﾐｪ H;Sざが ゲｴW ;ﾉゲﾗ ﾗヮデｷﾏｷゲデｷI;ﾉﾉ┞ 
ゲ┌ｪｪWゲデゲ デｴ;デ さデｴW H;S ﾐWWS ﾐﾗデ HW ヮWヴﾏ;ﾐWﾐデざ ふヱΓΒΓが ヱヶぶく WWﾉSﾗﾐ ┘ヴｷデWゲ デｴ;デ the mix of 
weevily meal and brackish water can nonetheless yield nutritious bread, albeit her own 
elitist demographic of so-I;ﾉﾉWS さ;Iデｷ┗W Iｷデｷ┣Wﾐゲ ふぐぶ ﾏ┌ゲデ ヮ┌デ ﾗﾐ ゲ;IﾆIﾉﾗデｴ aﾗヴ ; デｷﾏWが ;ﾐS 
smear ourselves with ashes, and repent our various follies and self-SWIWヮデｷﾗﾐゲざ ふヱΓΒΓが ヲぶく 
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“ヮWIｷaｷI;ﾉﾉ┞が WWﾉSﾗﾐ ｴｷｪｴﾉｷｪｴデゲ “;ﾉﾏ;ﾐ ‘┌ゲｴSｷWげゲ Satanic Verses as a catalyst which may 
ｴWﾉヮ デﾗ デヴ;ﾐゲaﾗヴﾏ さﾗ┌ヴ ;┘a┌ﾉが ;┘a┌ﾉ ゲﾗIｷWデ┞ざ ふヱΓΒΓが ヲぶく Iﾐ ﾗデｴWヴ ┘ﾗヴSゲが ┘ｴWヴW;ゲ WWﾉSﾗﾐげゲ 
work flirts with cynicism, it ultimately settles for a mix of hope and despair about the 
ｷﾏヮヴﾗ┗WﾏWﾐデ ﾗa ゲﾗIｷWデ┞が ┘ｴｷIｴ ;ﾉゲﾗ Iｴ;ヴ;IデWヴｷゲWゲ さTｴW HﾗHHｷデざ ;ﾐS TｴW H;ﾐSﾏ;ｷSげゲ T;ﾉW. 
Still, the darkness of Sacred Cows signals an important ambiguity in the use of humour and 
irony in satire. Although it seems that such humorous and ironic strategies in satire may 
introduce a healthy therapeutic distance from the limits of critique, there is also a risk that 
they stimulate a problematic cynicism. In other words, humorous irony in satire is not 
obviously therapeutically beneficent. This suspicion highlights the issue of when and how 
the use of humorous and ironic strategies in satire can positively or negatively impact 
psychological wellbeing. In what follows now, I will address this issue by introducing some 
psychological and philosophical perspectives on humour and irony as therapeutic 
strategies.  
4. PSYCHOLOGICAL AND PHILOSOPHICAL PERSPECTIVES ON HUMOUR AND IRONY  
The idea that art can have therapeutic value is common and has been widely investigated in 
scholarship (see Crossick and Kaszynska 2016, 100-112). This idea can be traced back as 
ﾉW;ゲデ ;ゲ a;ヴ ;ゲ AヴｷゲデﾗデﾉWげゲ Poetics, which introduced the idea that tragedy delivers catharsis. 
Over time, this notion of catharsis has been transposed to various artistic contexts, 
including satire. There are several interpretations of this Aristotelian idea of catharsis and 
how it relates to tragedy as well as art more broadly, but I will not engage with these 
debates (see Belfiore and Bennet 2008, 79-91). I will also sidestep debates about personal 
wellbeing and art in general; neither will I engage with the rich literature on art therapy 
(see Belfiore and Bennet 2008, 92-106). Instead, I will engage with debates on the 
therapeutic function of irony and humour. More so than irony, empirical studies in 
psychology have addressed the impact of humour on personal wellbeing. Yet, although 
some useful conclusions have been drawn about humour as a character virtue and the 
correlation of some humour styles to mental health issues like depression, methodological 
difficulties prevent to transpose these findings to humorous and ironic strategies in satire. 
For this reason, philosophical research remains necessary to conceptualise how comic and 
ironic strategies in satire could have a therapeutic function. In philosophy, the idea that 
humour and irony can have a therapeutic function has been usefully framed in relation to 
the absurdity of life, albeit these ideas need further development. In this respect, I will 
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suggest to frame the therapeutic function of humour and irony in satire as narrative 
strategies to cope with the absurd gap between the demands of critique and its limits.  
The idea that humour and its bodily manifestation as laughter may function as therapy 
dates back at least as far as ancient Greece (Halliwell 2008, 16-17). The idea still persists in 
the contemporary practices of laughter therapists and professional organisations such as 
The Association for Applied and Therapeutic Humor (AATH). Over time, the therapeutic 
benefits of humour and laughter have specifically come to be associated with psychological 
wellbeing. Lydia Amir (2014) has traced a similar line of thought in “ｴ;aデWゲH┌ヴ┞げゲ 
philosophy, rooted in ancient Greek humoral medicine. According to ancient humoralism, 
illness was a m;デデWヴ ﾗa ｷﾏH;ﾉ;ﾐIW HWデ┘WWﾐ デｴW ┗;ヴｷﾗ┌ゲ HﾗS┞ aﾉ┌ｷSゲ ﾗヴ けｴ┌ﾏﾗ┌ヴゲげく Iﾐ 
particular, melancholy, or spleen, was conceptualised as an excess in black bile (melaina 
chole). Around the turn of the seventeenth century, Shaftesbury still referred to this 
ancient vie┘ H┞ ｷSWﾐデｷa┞ｷﾐｪ さﾏWﾉ;ﾐIｴﾗﾉ┞ ;ゲ けｷﾉﾉ-ｴ┌ﾏﾗヴげざ ;ﾐS ゲ┌ｪｪWゲデｷﾐｪ ﾏｷヴデｴ ;ゲ ; デｴWヴ;ヮ┞ デﾗ 
restore psychological equilibrium or so-I;ﾉﾉWS さｪﾗﾗS ｴ┌ﾏﾗヴざ ふAﾏｷヴ ヲヰヱヴが ンヱぶく “ｴ;aデWH┌ヴ┞げゲ 
distinction between humour, as a strategy against melancholy, and good humour, as the 
resulting virtuous disposition, is indicative of complex taxonomic distinctions at the time. 
Yet, drawing on the work of Wolfgang Schmidt-Hidding (1963), Willibald Ruch has explained 
デｴ;デが ┌ﾐSWヴ デｴW ｷﾐaﾉ┌WﾐIW ﾗa ｴ┌ﾏ;ﾐｷゲﾏが デｴW ﾏﾗゲデﾉ┞ ﾐW┌デヴ;ﾉ IﾗﾐIWヮデ けｴ┌ﾏﾗ┌ヴげ ｪヴ;S┌;ﾉﾉ┞ 
HWI;ﾏW Wケ┌ｷ┗;ﾉWﾐデ デﾗ けｪﾗﾗS ｴ┌ﾏﾗ┌ヴげ ﾗヴ さhumanitarian, tolerant, and benevolent forms of 
ﾉ;┌ｪｴデWヴざ ふヱΓΓΒ, 6, original emphasis). By the nineteenth century, Ruch argues, humour was 
IﾗﾐゲｷSWヴWS さ; ゲヮWIｷaｷI Eﾐｪﾉｷゲｴ I;ヴSｷﾐ;ﾉ ┗ｷヴデ┌Wが ﾃﾗｷﾐｷﾐｪ ﾗデｴWヴゲ ゲuch as common sense, 
tolerance, compromiseざ (1998, 9, original emphasis). This idea of humour as a character 
virtue which contributes to wellbeing has not only remained part of contemporary folk 
psychology, but has been actively developed by the positive psychology movement.  
Positive psychology came to prominence around the turn of the millennium as a 
psychological programme which did not focus on curing psychopathological conditions but 
ｷﾐゲデW;S ﾗﾐ さH┌ｷﾉSｷﾐｪ ヮﾗゲｷデｷ┗W ケ┌;ﾉｷデｷWゲざ (Seligman and Csikszentmihalyi 2000, 5). Specifically, 
synthesising philosophical and religious works from various cultures, positive psychologists 
identified twenty-four character strengths that correspond to six universal virtues 
contributing to the good life (Dahlsgaard, Peterson and Seligman 2005; Dahlsgaard 2004; 
Peterson and Seligman 2004). Grounded in correlational studies based on self-report and 
surveys, humour has been identified as one such character strength, compatible (in various 
degrees) with the six core virtues, i.e. wisdom, humanity, transcendence, courage, justice 
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and temperance (Beermann and Ruch 2009a; Beermann and Ruch 2009b; Müller and Ruch 
2011). The character virtue of humour has also been said to strongly relate to life 
satisfaction and psychological wellbeing (Peterson et al. 2007). Moreover, positive 
psychologists claim that humour can be morally virtuous, including corrective humour, such 
;ゲ ゲ;デｷヴWが ┘ｴｷIｴ さｷﾐ┗ﾗﾉ┗Wゲ ﾏﾗヴ;ﾉ-H;ゲWS ヴｷSｷI┌ﾉWざ ふ‘┌Iｴ ;ﾐS HWｷﾐデ┣ ヲヰヱヶが ヵぶく Oﾐ デｴW ｪヴﾗ┌ﾐSゲ 
of correlational studies and surveys, such corrective humour has been identified as 
さIﾗヴヴWﾉ;デｷﾐｪ ﾏﾗゲデ ゲデヴﾗﾐｪﾉ┞ デﾗ ゲデヴWﾐｪデｴゲ ﾗa デｴW ┗ｷヴデ┌Wゲ ┘ｷゲSﾗﾏが Iﾗ┌ヴ;ｪWが ;ﾐS ﾃ┌ゲデｷIWざ ふ‘┌Iｴ 
and Heintz 2016, 2). These findings seem to substantiate some previously introduced 
intuitions about the virtuo┌ゲ ヴﾗﾉW ﾗa IﾗﾏｷI ;ﾐS ｷヴﾗﾐｷI ゲデヴ;デWｪｷWゲ ｷﾐ ゲ;デｷヴWゲ ﾉｷﾆW さTｴW HﾗHHｷデざ 
and TｴW H;ﾐSﾏ;ｷSげゲ T;ﾉW. Nevertheless, these findings about the virtues of humour in 
positive psychology are not without problems.  
First, there are philosophical issues with positive psycｴﾗﾉﾗｪ┞げゲ ヴ;デｴWヴ ｷﾏヮ;デｷWﾐデ ;ヮヮヴﾗ;Iｴ デﾗ 
ethics and the good life. In its desire to spell out and empirically measure the psychological 
criteria that constitute the good life, positive psychology glosses over significant moral 
complexities. For one, its model of virtue ethics is too optimistic, since individual life 
satisfaction does not necessarily correspond to the wellbeing of others (Blackburn 1998, 
212-214). In other words, there is a gap between character virtues and moral goodness 
which remains unaddressed in the framework of positive psychology. Second, there are 
some methodological issues with the theories and taxonomies of humour employed in 
positive psychology. In particular, Willibald Ruch, the driving force in this field, almost 
exclusively relies on a taxonomy introduced by Wolfgang Schmidt-Hidding in the 1960s. 
Similarly, recent considerations about irony in positive psychology showcase a lack of 
engagement with wider discussions in pragmatics and aesthetics (Bruntsch, Hofmann and 
Ruch 2016). Third, other psychologists have problematisWS ヮﾗゲｷデｷ┗W ヮゲ┞Iｴﾗﾉﾗｪ┞げゲ 
ヮヴWゲ┌ﾏヮデｷﾗﾐ デｴ;デ さｴ┌ﾏﾗヴ ;ゲ ; ゲデヴWﾐｪデｴ ｷゲ ┌ﾐｷヮﾗﾉ;ヴざ ふM┑ﾉﾉWヴ and Ruch 2011, 369). 
Specifically, positive psychology does not address the issue that some forms of humour may 
have a negative psychological effect and that psychological wellbeing may depend as much 
on the presence of beneficial humour styles as the absence of detrimental ones (Edwards 
and Martin 2014; Maiolino and Kuiper 2014). Although these criticisms do not wholly 
invalidate the findings about humour in positive psychology, they introduce considerable 
complications. 
Apart from positive psychology, one other major strand of psychological research into 
humour is associated with the Humor Styles Questionnaire (HSQ) developed by Rod Martin 
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and colleagues (2003). This model outlines maladaptive and adaptive humour styles on the 
basis of how they influence agency (i.e. individual autonomy and control) and communion 
(i.e. social connectedness) (Kuiper and Martin 2016, 503). On the whole, the HSQ considers 
self-enhancing and affiliative humour styles as adaptive, while self-defeating and aggressive 
styles are maladaptive (Kuiper and Martin 2016, 505). Using the HSQ, several correlational 
studies have established that depression is negatively correlated to affiliative and self-
enhancing humour, but positively to self-defeating humour (Rnic, Dozois and Martin 2016; 
Tucker et al. 2013; Hugelshofer et al. 2006; Kuiper et al. 2004). These findings seem to 
support the therapeutic ambiguity of humorous and ironic strategies in dark satires like Fay 
WWﾉSﾗﾐげゲ Sacred Cows, which verges on self-defeatist cynicism. Nevertheless, despite the 
widespread acceptance of the HSQ, its methodological soundness has been challenged by 
positive psychologists (Heintz and Ruch 2015, 16). Specifically, Ruch and Heintz have argued 
that the strong correlations generated between humour and psychological wellbeing are 
really governed by non-ｴ┌ﾏﾗヴﾗ┌ゲ IﾗﾏヮﾗﾐWﾐデゲ ｷﾐ デｴW IﾗﾐデW┝デ┌;ﾉ SWゲIヴｷヮデｷﾗﾐ ﾗa デｴW H“Qげゲ 
questions and not by the actual existence of humour styles (2013, 17). These 
methodological suspicions introduce significant problems to the findings of the HSQ.  
Moreover, an additional methodological drawback of both the HSQ and positive psychology 
is the exclusive reliance on correlational studies. In other words, most findings about 
humour and wellbeing in the current psychological literature result from comparing various 
questionnaires for statistically relevant correlations. Irrespective of the reliability of self-
report, it is a significant methodological drawback of this approach that it cannot establish 
causal relationships between humour and dimensions of wellbeing (Martin 2007, 281). At 
the same time, while experimental research could address this issue, such tests are rather 
artificial and divorced from the everyday contexts of humour (Martin and Kuiper 2016, 
501). Moreover, for my purposes, it is a methodological issue that most psychological 
research on humour and wellbeing focuses on humour as a character trait or an aspect of 
ordinary conversation. By contrast, investigations about the therapeutic impact of comedy 
performances on audiences are sparse, if not dismissed as irrelevant. Specifically, Martin 
acknowledges that he focuses exclusively on conversational instead of performance 
ｴ┌ﾏﾗ┌ヴが ;ゲ ｴW ;ゲゲ┌ﾏWゲ デｴ;デ さぷゲへヮWﾐSｷﾐｪ ; ﾉﾗデ ﾗa デｷﾏW ﾉ;┌ｪｴｷﾐｪ ;デ ゲｷデIﾗﾏゲ ﾗﾐ TV ｷゲ ﾉｷﾆWﾉ┞ デﾗ 
ﾏ;ﾆW ┞ﾗ┌ ﾉWゲゲ ｴW;ﾉデｴ┞が ヴ;デｴWヴ デｴ;ﾐ ﾏﾗヴW ｴW;ﾉデｴ┞ぁざ ふMartin and Kuiper 2016, 508). Albeit 
that the veracity of this presumption is debatable, it nonetheless indicates that 
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psychological research about the impact of conversational humour styles on wellbeing does 
not necessarily map onto the therapeutic value of humorous strategies in satire.  
Still, current research in psychology on humour and wellbeing can to some degree inform 
my investigation into the therapeutic value of humour (and irony) in satire. Positive 
psychology has substantiated the idea that humour can be a character virtue, correlating to 
life satisfaction, while the HSQ introduces necessary caution about some humour styles 
augmenting rather than alleviating mental health issues like depression. Nonetheless, due 
to current methodological difficulties, I will not transpose empirical conclusions about 
humour and wellbeing to the therapeutic value of satire. Instead, I will investigate 
philosophically how the therapeutic function of humorous and ironic strategies in satire can 
be conceptualised. I do so partly to redress a lack of conceptual clarity in the psychological 
debates outlined above and partly in the hope that these conceptualisations may one day 
foster empirical testing. Specifically, I will further develop philosophical intuitions about 
humour and irony as coping devices in face of existential absurdity to conceptualise how 
humorous irony in satire is designed to address the conflict between the demands of 
critique and its limits. My intervention in these philosophical debates will be to 
conceptualise the therapeutic function of humour and irony in face of absurdity as 
strategies in a process of narrative thinking.  
In philosophy, humour and irony have sometimes been introduced as responses to the 
absurdity of life. Thomas Nagel has conceptualised existential absurdity as epistemological 
ゲIWヮデｷIｷゲﾏ ヴWゲ┌ﾉデｷﾐｪ aヴﾗﾏ ﾏ;ﾐﾆｷﾐSげゲ ｷﾐ;Hｷﾉｷデ┞ デﾗ IﾗゲﾏｷI;ﾉﾉ┞ ﾃ┌ゲデｷa┞ デｴWｷヴ ┗;ﾉ┌Wゲ ふヲヰヱヲ [1979], 
17-ヱΒぶく AIIﾗヴSｷﾐｪ デﾗ N;ｪWﾉが さぷ┘へｷデｴﾗ┌デ SW┗Wﾉﾗヮｷﾐｪ デｴW ｷﾉﾉ┌ゲｷﾗﾐ デｴ;デ デｴW┞ ぷｴ┌ﾏ;ﾐ HWｷﾐｪゲへ ;ヴW 
able to escape from their highly specific and idiosyncratic position, they can view it sub 
specie aeternitatis に ;ﾐS デｴW ┗ｷW┘ ｷゲ ;デ ﾗﾐIW ゲﾗHWヴｷﾐｪ ;ﾐS ｴ┌ﾏﾗヴﾗ┌ゲざ ふヲヰヱヲ [1979], 15). 
“WWｷﾐｪ ﾗ┌ヴゲWﾉ┗Wゲ デｴｷゲ ┘;┞が N;ｪWﾉ ﾗHゲWヴ┗Wゲが さ┘W ヴWデ┌ヴﾐ デﾗ ﾗ┌ヴ a;ﾏｷﾉｷ;ヴ Iﾗﾐ┗ｷIデｷﾗﾐゲ ┘ｷデｴ ; 
IWヴデ;ｷﾐ ｷヴﾗﾐ┞ ;ﾐS ヴWゲｷｪﾐ;デｷﾗﾐざ ふヲ012 [1979], 20). Thus, Nagel suggests that a humorous 
irony makes the absurdity of life bearable. Yet, Nagel stresses that such an attitude is 
ゲデヴｷIデﾉ┞ ; Iﾗヮｷﾐｪ ﾏWIｴ;ﾐｷゲﾏが aﾗヴ ｷデ ｷゲ さぷﾐへﾗデ デｴ;デ ｷヴﾗﾐ┞ Wﾐ;HﾉWゲ ┌ゲ デﾗ WゲI;ヮW デｴW ;Hゲ┌ヴSざ 
(2012 [1979], 20). Lydia Amir has introduced similar ideas, although there are some 
ｷﾏヮﾗヴデ;ﾐデ SｷaaWヴWﾐIWゲく Aﾏｷヴ ┌ﾐSWヴゲデ;ﾐSゲ さぷデへｴW ;Hゲ┌ヴSｷデ┞ ﾗa ﾗ┌ヴ ゲｷデ┌;デｷﾗﾐ ふぐぶ ;ゲ ; I;ゲW ﾗa 
SWゲｷヴWゲ aヴ┌ゲデヴ;デWS H┞ デｴW ;┘;ヴWﾐWゲゲ ﾗa デｴW ｷﾏヮﾗゲゲｷHｷﾉｷデ┞ ﾗa a┌ﾉaｷﾉﾉｷﾐｪ デｴWﾏざ ふヲヰヱヴが ヲヲΓぶく Aゲ 
Camus (1955) highlighted, this understanding of the absurd is symbolised by the labour of 
Sisyphus, who has been charged to forever pursue a task he can never complete. Amir 
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specifically borrows the idea from Kierkegaard that さデｴW ｴ┌ﾏﾗヴﾗ┌ゲ WﾏWヴｪWゲ ;ゲ ゲﾗﾗﾐ ;ゲ ﾗﾐW 
is a┘;ヴW ﾗa ｷﾐゲデ;ﾐIWゲ ﾗa W┝ｷゲデWﾐデｷ;ﾉ Iﾗﾐデヴ;SｷIデｷﾗﾐゲざ ふヲヰヱヴが ヱヲΓぶ ;ﾐS IﾗﾐIﾉ┌SWゲ デｴ;デ さぷデへhe 
ヴW;ゲﾗﾐ ｴ┌ﾏﾗヴ ｷゲ H;ゲｷI デﾗ ｴ┌ﾏ;ﾐ ﾉｷaW ｷゲ デｴ;デ Iﾗﾐデヴ;SｷIデｷﾗﾐ ｷゲ H;ゲｷI デﾗ ｴ┌ﾏ;ﾐ ﾉｷaWざ ふヲヰヱヴが ヱヶンぶく 
By contrast to Nagel, Amir ultimately does argue that a particular humorous attitude can 
set us free from the absurd.  
Further developing and adapting ideas introduced by Kierkegaard, Amir argues that 
さIﾗﾐデヴ;SｷIデｷﾗﾐ ｷゲ Hﾗデｴ ｴ┌ﾏﾗヴﾗ┌ゲ ;ﾐS デヴ;ｪｷIざ ふヲヰヱヴが ヱヶンぶく Iﾐ デｴｷゲ ヴWｪ;ヴSが ゲｴW W┝ヮﾉ;ｷﾐゲ デｴ;デ 
さぷデへｴW デヴ;ｪｷI ゲWﾐゲW ﾗa ﾉｷaW ﾗヴｷｪｷﾐ;デWS ｷﾐ デヴ;ｪWS┞が H┌デ ふぐぶ ﾐﾗ┘ ┘;ﾐSWヴゲ aヴWWﾉ┞ ┘ｷデｴﾗ┌デ デｴW 
much-ﾐWWSWS I;デｴW┝ｷゲ デｴ;デ デｴW ;WゲデｴWデｷI aﾗヴﾏ ｪ;┗W ｷデざ ふAﾏｷヴ ヲヰヱヴが ヲヲヰ-221). At the same 
デｷﾏWが ゲｴW ｴｷｪｴﾉｷｪｴデゲ デｴ;デ さぷデへｴW ｪヴW;デWゲデ Iｴ;ﾉﾉWﾐｪW デｴW デヴ;ｪｷI ┗ｷW┘ ﾗa ﾉｷaW ヮヴWゲWﾐデゲが I HWﾉｷW┗Wが 
is to produce a catｴW┝ｷゲ ﾗヴ デｴWヴ;ヮ┞ デｴ;デ SﾗWゲ ﾐﾗデ SWﾐ┞ ｷデゲ IﾗﾐデWﾐデゲざ ふAﾏｷヴ ヲヰヱヴが ヲヲヲぶく Iﾐ 
ヴWゲヮﾗﾐゲWが Aﾏｷヴ ヮヴﾗヮﾗゲWゲ デｴ;デ さデｴW デヴ;ｪｷI ゲWﾐゲW ﾗa ﾉｷaW ヴWケ┌ｷヴWゲ デｴW デｴWヴ;ヮ┞ デｴ;デ ｴ┌ﾏﾗヴ ｷゲ 
;HﾉW デﾗ ヮヴﾗ┗ｷSWざ ふヲヰヱヴが ヲヱΓぶく Aﾉデｴﾗ┌ｪｴ Aﾏｷヴ ゲデヴWゲゲWゲ デｴ;デ さデｴW ｴ┌ﾏﾗヴﾗ┌ゲ ﾏﾗﾗS ｷゲ 
デヴ;ﾐゲｷデﾗヴ┞ざ ;ﾐS ﾗaaWヴゲ さﾐﾗ ゲデW;S┞ ヴWゲ┌ﾉデゲざ ｷﾐ ヴWゲﾗﾉ┗ｷﾐｪ W┝ｷゲデWﾐデｷ;ﾉ ;Hゲ┌ヴSｷデ┞ ふヲヰヱヴが Γぶが ゲｴW 
argues that existential absurdity ultimately dissolves when we accept our ridiculousness 
ふヲヰヱヴが ヲヰヶぶく Aﾏｷヴ ゲデヴWゲゲWゲ デｴ;デ さぷｷへﾐ Iﾗﾐデヴ;SｷゲデｷﾐIデｷﾗﾐ デﾗ デｴW ﾃﾗ┞ ;ヴｷゲｷﾐｪ ﾗ┌デ ﾗa デｴW ｴ┌ﾏorous 
ﾏﾗﾗSが ┘ｴｷIｴ ｷゲ デヴ;ﾐゲｷデﾗヴ┞が デｴW ﾃﾗ┞ デｴ;デ aﾗﾉﾉﾗ┘ゲ aヴﾗﾏ WﾏHヴ;Iｷﾐｪ ﾗﾐWげゲ ヴｷSｷI┌ﾉW ｷゲ Iﾗﾐゲデ;ﾐデざ 
(2014, 281). She continues to evoke a Nietzschean amor fati (or love of fate) by suggesting 
デｴ;デ さぷﾗへﾐIW ﾃﾗ┞ ｷゲ ;デデ;ｷﾐWS ;ゲ ; ヮWヴﾏ;ﾐWﾐデ ゲデ;デW ﾗﾐWげゲ ヴWﾉ;デｷﾗﾐ デﾗ life changes, for joy 
Wﾐ;HﾉWゲ デｴW ;aaｷヴﾏ;デｷﾗﾐ ﾗa W┗Wヴ┞デｴｷﾐｪざ ふヲヰヱヴが ヲΒヱぶく Iﾐ IﾗﾐIﾉ┌ゲｷﾗﾐが ヴ;デｴWヴ デｴ;ﾐ ｷSWﾐデｷa┞ｷﾐｪ 
humour as a coping device in face of the absurd, Amir makes the bolder claim that 
さぷデへヴ;ﾐゲﾏ┌デｷﾐｪ ゲ┌aaWヴｷﾐｪ ｷﾐデﾗ ﾃﾗ┞が デｴW ;ﾉIｴWﾏ┞ ﾗa ｴ┌ﾏﾗヴ ヴW┗Wals itself as redemptive in 
bringing about a harmonious state and a serene joy that rivals the highest philosophic and 
ヴWﾉｷｪｷﾗ┌ゲ ｷSW;ﾉゲざ ふヲヰヱヴが ヲΑヵぶく 
However, although Amir interestingly highlights links between humour and the absurd, her 
position is indicative of somewhat overly optimistic claims about the therapeutic value of 
humour. Concretely, not only is there no empirical evidence that humour can transmutate 
suffering into serene joy, but this argument is also inconsistent with the idea of a therapy 
that does not deny the absurd dimensions of life. Further, the Nietzschean overtones of 
┘ｴ;デ Aﾏｷヴ SWゲIヴｷHWゲ ;ゲ さ; Iﾗﾐゲデ;ﾐデが ゲWヴWﾐWが ;ﾐS ;aaｷヴﾏ;デｷ┗W ﾃﾗ┞が ﾗデｴWヴ┘ｷゲW Wﾏヮデ┞ ﾗa 
IﾗﾐデWﾐデざ suggest a similarity between her position and the postmodern celebration of 
difference which precludes ethics and critique (2014, 280). Indeed, transmutating the 
suffering caused by, say, social injustice, into joyous affirmation is to deny part of the 
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emotional motivation for critique, including satire. This mismatch between satire and 
ゲWヴWﾐW ﾃﾗ┞ ｷゲ ;Iﾆﾐﾗ┘ﾉWSｪWS H┞ Aﾏｷヴ ｷﾐ ｴWヴ SｷゲI┌ゲゲｷﾗﾐ ﾗa “ｴ;aデWゲH┌ヴ┞が ┘ｴﾗ ┘;ゲ さnot 
ｷﾐデWヴWゲデWS ｷﾐ デｴW ゲ;デｷヴｷI;ﾉ ﾏWデｴﾗS H┌デ ヴ;デｴWヴ ｷﾐ ; けゲﾗHWヴ ﾆｷﾐS ﾗa IｴWWヴa┌ﾉﾐWゲゲげざ ふヲヰヱヴが ンΑぶく 
“ヮWIｷaｷI;ﾉﾉ┞が “ｴ;aデWゲH┌ヴ┞ ゲデヴWゲゲWS デｴ;デ さぷ;へﾉﾉ ゲヮﾉWﾐWデｷI ヮWﾗヮﾉW ふぐぶ ｴ;┗W ; necessary 
ヮヴﾗヮWﾐゲｷデ┞ デﾗ IヴｷデｷIｷゲﾏ ﾗヴ ゲ;デｷヴWざ ふquoted in Amir 2014, 36) and he considered a sober 
cheerfulness exactly as ; さヴWﾏWS┞ aﾗヴ デｴW ﾏWﾉ;ﾐIｴﾗﾉ┞ ﾗa ゲ;デｷヴWざ ふAﾏｷヴ ヲヰヱヴが ンΑぶく YWデが ゲ┌Iｴ 
sober cheerfulness, without some melancholic acknowledgement of the ┘ﾗヴﾉSげゲ ｴﾗヴヴﾗヴゲが ｷゲ 
really an escapism which does not sustain the need for critique. In this respect, the 
Iﾗﾐゲデ;ﾐデ ﾏｷ┝ ﾗa SWゲヮ;ｷヴ ;ﾐS ヴWﾉｷWa ｷﾐ ゲ;デｷヴWゲ ﾉｷﾆW さTｴW HﾗHHｷデざが TｴW H;ﾐSﾏ;ｷSげゲ T;ﾉW and 
Sacred Cows reflects a necessary negotiation between the demands of critique and its 
limits, which cannot simply be transmutated into a constant, serene, and affirmative joy.  
In this respect, this attitude of a constant, serene, and affirmative joy is exactly the target of 
J┌┗Wﾐ;ﾉげゲ I;ヴｷI;デ┌ヴW ﾗa デｴW ;ﾐIｷWﾐデ ヮｴｷﾉﾗsopher Democritus in his tenth Satire. While literary 
reception has traditionally considered the introduction of Democritus as a programmatic 
ゲｴｷaデ  aヴﾗﾏ ;ﾐｪWヴ デﾗ ｷヴﾗﾐｷI ﾏﾗIﾆWヴ┞ ｷﾐ J┌┗Wﾐ;ﾉげゲ ゲ;デｷヴｷI;ﾉ ﾗW┌┗ヴWが C;デｴWヴｷﾐW KW;ﾐW ｴ;ゲ ;ヴｪ┌WS 
that such readings miss a more complex point (2015, 117ff). Specifically, Keane has 
ｴｷｪｴﾉｷｪｴデWS デｴ;デ J┌┗Wﾐ;ﾉげゲ Iｴ;ヴ;IデWヴｷゲ;デｷﾗﾐ ﾗa DWﾏﾗIヴｷデ┌ゲ ｷゲ ﾐﾗデ ゲﾗ ﾏ┌Iｴ ヮヴﾗｪヴ;ﾏﾏ;デｷI ;ゲ ｷデ 
is caricatural and really serves to express concerns about the さ;ﾏﾗヴ;ﾉｷデ┞ デｴ;デ ｴｷゲ 
ぷDWﾏﾗIヴｷデ┌ゲげゲへ ﾉ;┌ｪｴデWヴ ｪｷ┗Wゲざ ふヲヰヱヵが ヱヲンぶく Aゲ ヴWヮヴWゲWﾐデWS ｷﾐ J┌┗Wﾐ;ﾉげゲ I;ヴｷI;デ┌ヴWが 
さDemocritus found cause for laughter in all ｴ┌ﾏ;ﾐ ﾗII┌ヮ;デｷﾗﾐゲざ ふヲヰヱヵが ヱヲヲが ﾗヴｷｪｷﾐ;ﾉ 
emphasis). Through this caricatural characterisation, Juvenal does not aim to endorse such 
an attitude but to highlight exactly デｴ;デ さｷデ ｷゲ SｷaaｷI┌ﾉデ デﾗ ┘ヴｷデW I┌ﾉデ┌ヴ;ﾉﾉ┞ ﾏW;ﾐｷﾐｪa┌ﾉ ゲ;デｷヴW ;ゲ 
; ﾉ;┌ｪｴｷﾐｪ ﾐｷｴｷﾉｷゲデざ ふKW;ﾐW ヲヰヱヵが ヱヴヶぶく Aデ デｴW ゲ;ﾏW デｷﾏWが J┌┗Wﾐ;ﾉ Iﾗﾐデヴ;ゲデゲ デｴW ﾐｷｴｷﾉｷゲデｷI 
ﾉ;┌ｪｴデWヴ ﾗa DWﾏﾗIヴｷデ┌ゲ デﾗ デｴW ┘WWヮｷﾐｪ HWヴ;Iﾉｷデ┌ゲが ┘ｴﾗ ;Iデゲ さ;ゲ ; ゲ┞ﾏHﾗﾉ ﾗa ┌ﾐヴWlenting 
ﾏWﾉ;ﾐIｴﾗﾉ┞ざ ふヲヰヱヵが ヱヲヵぶく AIIﾗヴSｷﾐｪ デﾗ KW;ﾐWが J┌┗Wﾐ;ﾉげゲ ヮﾗｷﾐデ ｷゲ デｴ;デ デｴW ;デデｷデ┌SWゲ ﾗa Hﾗデｴ 
ヮｴｷﾉﾗゲﾗヮｴWヴゲ さ;ヴW デWIｴﾐｷI;ﾉﾉ┞ ﾃ┌ゲデｷaｷ;HﾉW H┞ デｴW IﾗﾐSｷデｷﾗﾐゲ ﾗa ｴ┌ﾏ;ﾐ ﾉｷaWざ ;ﾐS デｴ;デ さデｴW 
satirist neither immediately approves of nor immediately dismisses eｷデｴWヴ けヮｴｷﾉﾗゲﾗヮｴ┞げざ 
(2015, 125). Crucially, Juvenal acknowledges that an appropriate response to the human 
condition incorporates emotional characteristics associated with both Democritus and 
Heraclitus (Keane 2015, 147). Dismissing the wholesale cheerful detachment and 
tranquillity of Democritus as an illusion, satire also includes a melancholic dimension 
associated with Heraclitus (Keane 2015, 165-166).  
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Therefore, whatever therapeutic dimension humour in satire may have, it does not foster a 
constant joy or sober cheerfulness. By contrast, satire inevitably incorporates melancholic 
qualities because its purpose to critique constantly highlights what is going awry in life. 
Moreover, insofar as critique is limited in its efforts to wholly emancipate the world, a 
degree of melancholy seems inevitable in negotiating between the demands of critique and 
its limits. In this respect, critique is somewhat of an absurd endeavour, not unlike a 
Sisyphean labour, doomed to never fully succeed in its efforts. There is a danger that 
acknowledging this absurdity develops into the full-blown inertia of depression. In 
ヴWゲヮﾗﾐゲWが I IﾗﾐゲｷSWヴ ヮ;ヴデ ﾗa ｴ┌ﾏﾗ┌ヴげゲ a┌ﾐIデｷﾗﾐ ｷﾐ ゲ;デｷre as a therapeutic strategy to cope 
with the melancholy of critique. Here, I take a lead from Herbert Lefcourt, a psychologist 
┘ｴﾗ ｷﾐデヴﾗS┌IWS ; ﾏﾗSWヴ;デW IﾗﾐIWヮデｷﾗﾐ ﾗa さｴ┌ﾏﾗヴ ;ゲ ;ﾐ Wﾏﾗデｷﾗﾐ-aﾗI┌ゲWS Iﾗヮｷﾐｪ ヴWゲヮﾗﾐゲWざ 
(2001, 111). According to Lefcourt, many oa ﾉｷaWげゲ デヴ;ｪｷI ;ゲヮWIデゲ ;ヴW Hﾗデｴ insollubable and 
beyond our controlく HW デｴWヴWaﾗヴW IﾗﾐゲｷSWヴゲ さ;IIWヮデｷﾐｪ ┘ｴ;デ ｷゲ ┌ﾐIﾗﾐデヴﾗﾉﾉ;HﾉWざ ;ゲ ; ﾏﾗヴW 
ﾗヮデｷﾏ;ﾉ ヴWゲヮﾗﾐゲW デｴ;ﾐ さIﾗﾐデｷﾐ┌ﾗ┌ゲﾉ┞ HW;デｷﾐｪ ﾗ┌ヴ ｴW;Sゲ ;ｪ;ｷﾐゲデ デｴW ┘;ﾉﾉ ｷﾐ ;デデWﾏヮデゲ デﾗ 
ﾏ;ゲデWヴ ｷﾐゲﾗﾉ┌HﾉW ヮヴﾗHﾉWﾏゲざ ふLWaIﾗ┌ヴデ ヲヰヰヱが ヵぶく AIIﾗヴSｷﾐｪ デﾗ LWaIﾗ┌ヴデが さぷｴへ┌ﾏﾗヴ ゲWWﾏぷゲへ デﾗ 
ﾗaaWヴ ｷデゲWﾉa ;ゲ ﾗﾐW ヮﾗゲゲｷHﾉW ;┗Wﾐ┌W デﾗ┘;ヴS デｴW ゲデ┌S┞ ﾗa ;IIWヮデ;ﾐIWざ ふヲヰヰヱが ヵぶく DW┗Wﾉﾗヮｷﾐｪ 
デｴｷゲ ゲ┌ｪｪWゲデｷﾗﾐが I IﾗﾐゲｷSWヴ ｷデ aヴ┌ｷデa┌ﾉ デﾗ ｷﾐ┗Wゲデｷｪ;デW ｴﾗ┘ ｴ┌ﾏﾗ┌ヴ ｷﾐ ゲ;デｷヴW さｴWﾉヮぷゲへ ヴWﾉｷW┗W 
SWゲヮ;ｷヴざ デｴヴﾗ┌ｪh coping with the uncontrollable tragic dimensions of life (Lefcourt 2001, 
112).  
Similarly, in combination with humour, I suggest that irony in satire can serve a therapeutic 
function in accepting the inevitable limits of critique. This therapeutic function of irony has 
been highlighted by Wilhelm Schmid, who calls it さデｴW art of distancingざ ﾗヴ さぷデへｴW ;ヴデ ﾗa 
ﾉｷ┗ｷﾐｪ ┘ｷデｴ Iﾗﾐデヴ;ヴｷWデｷWゲざ ふ1998, 375, original emphasis, my translation). Crucially, through 
ｷヴﾗﾐ┞が さぷデへｴW Iﾗﾐデヴ;ヴｷWデｷWゲ ぷﾗa ﾉｷaWへ ;ヴW ﾐﾗデ SWﾐｷWS ;ﾐS ﾐﾗデ Sｷゲゲﾗﾉ┗WSざ ふ“IｴﾏｷS 1998, 357, 
original emphasis). More specifically, without ignoring them, irony allows individuals to 
distance themselves from their inability to live up to their ideals as well as the absurdities of 
デｴW ┘ﾗヴﾉSく Iﾐ “IｴﾏｷSげゲ ﾗ┘ﾐ ┘ﾗヴSゲが ｷヴﾗﾐ┞ ;ﾉﾉﾗ┘ゲ aﾗヴ さSｷゲデ;ﾐIW ｷﾐ a;IW ﾗa デｴW ｷﾐデWヴﾐ;ﾉ 
contrarieties of the subject itself, in order not to be torn by them, and distance in face of 
external contrarieties, in order to bring contrary elements together from a distance, but, as 
Kierkegaard saysが けﾐﾗデ ｷﾐ ; ｴｷｪｴWヴ ┌ﾐｷﾗﾐが H┌デ ｷﾐ ; ｴｷｪｴWヴ aﾗﾉﾉ┞げざ ふ1998, 376, original emphasis, 
my translation). In other words, an ironic attitude can acknowledge the absurdities of life 
without dissolving them into a metaphysical union that would make them less horrific than 
they really are; instead irony turns them into folly, in order to deal with their unresolvable 
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absurdity. However, such an ironic attitude is not without risks. In particular, Schmid 
ｷSWﾐデｷaｷWゲ デｴW さdangersざ ﾗa ｴ┌ﾏﾗヴﾗ┌ゲ ｷヴﾗﾐ┞ ;ゲ さデｴW ｴ;Hｷデ ﾗa デｴW ゲ┌bject to resign in 
unbearable contrarieties and only ironisW デｴWﾏざ ;ﾐS デｴ┌ゲ さﾐW┗Wヴ ゲヮW;ﾆ ゲWヴｷﾗ┌ゲﾉ┞ ;ﾐ┞ﾏﾗヴWが 
ゲｴﾗ┘ ﾐﾗ ゲヮｷﾐWが ゲ┌ヮヮﾗヴデ ﾐﾗデｴｷﾐｪが ゲﾗ デｴ;デ W┗Wヴ┞デｴｷﾐｪ ｪﾗWゲざ ふ1998, 380, original emphasis, my 
translation). These genuine risks of irony in satire are exemplified by BﾜｴﾏWヴﾏ;ﾐﾐげゲ 
ambiguous attack on Turkish President Erdogan, discussed above, which is so ambiguous 
that it ultimately fails to make a clear moral commitment.  
In what follows, I will investigate how certain humorous and ironic strategies in satire are 
designed to cope with the absurd dimensions of life, without ignoring the risks of the 
therapeutic distance they introduce. Although there is currently too much methodological 
and other uncertainty to make interesting empirical claims about the therapeutic effects of 
humour and irony, empirical research does not make it implausible that humorous and 
ironic strategies could have a moderate but positive impact on wellbeing. Irrespective of 
actual therapeutic benefits, a lot of satire can be shown as intentionally designed to cope 
with the limits of critique, specifically through humour and irony. My suggestion is to 
conceptualise this therapeutic design of humour and irony in satire as narrative techniques. 
In this respect, the therapeutic function of narratives is well-established. Talking therapies 
are commonly acknowledged to have a strong narrative dimension and professional 
therapists regularly tell stories of their own or recommend novels to clients in order to 
address therapeutic needs (Kottler 2015, 29). In psychiatric and psychotherapeutic 
IﾗﾐデW┝デゲが さゲデﾗヴ┞-ﾏ;ﾆｷﾐｪざ ｷゲ ヴWｪ┌ﾉ;ヴﾉ┞ aヴ;ﾏWS さ;ゲ ; ﾉｷaW-supporting process, a psychic 
ヴWゲﾗ┌ヴIWが ; SWaWﾐIW ;ｪ;ｷﾐゲデ a┌デｷﾉｷデ┞が WﾏヮデｷﾐWゲゲが ;ﾐS aﾗヴﾏﾉWゲゲ デWヴヴﾗヴざ ふ‘ﾗHWヴデゲ ヱΓΓΓが ヱンぶく 
Similarly, in philosophy, it is commonly acknowledged that stories help people to make 
sense of the world (Williams 2002, 233). Often, this therapeutic dimension of narrative 
sense-making has been traced back to the function of myths and folktales in making sense 
of a bewildering and frequently hostile world (Gersie and King 1990, 23).  
This link between therapeutic storytelling and myth-making does raise the caveat that 
stories may function as a therapy to cope with the world because they misconstrue it. 
Certainly, a narrative interpretation of wrongdoings in the past which absolves ゲﾗﾏWﾗﾐWげゲ 
guilt may be therapeutically beneficent for them, but is not necessarily true. In particular, 
PWデWヴ GﾗﾉSｷW ｴ;ゲ ｴｷｪｴﾉｷｪｴデWS デｴW ヴｷゲﾆゲ ﾗa デｴWヴ;ヮW┌デｷI ゲデﾗヴ┞デWﾉﾉｷﾐｪ ｷa さぷ┘へW I;ﾐﾐﾗデ ;IIWヮデ デｴW 
thought that sometimes stuff happens, stuff for which there is no rational explanation, and 
aﾗヴ ┘ｴｷIｴ ﾐﾗ ﾏW;ﾐｷﾐｪ I;ﾐ HW ｪｷ┗Wﾐざ(2012, 172). Similarly, Bernard Williams has warned 
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aainst デｴW ヮｴWﾐﾗﾏWﾐﾗﾐ ﾗa さ┘ｷゲｴa┌ﾉ デｴｷﾐﾆｷﾐｪざが W┝ヮﾉ;ｷﾐｷﾐｪ デｴ;デ さデｴW ゲデWヮゲ aヴﾗﾏ ｷデs being 
pleasant to think of P, to its being pleasant to think that P, to thinking that P, cover no great 
ヮゲ┞IｴﾗﾉﾗｪｷI;ﾉ Sｷゲデ;ﾐIWざ ふヲヰヰヲが Βンぶく Iﾐ ﾗヴSWヴ デﾗ ;SSヴWゲゲ デｴｷゲ S;ﾐｪWヴが Wｷﾉﾉｷ;ﾏゲ ;ヴｪ┌Wゲ デｴ;デ 
さデｴW SｷゲIｷヮﾉｷﾐWゲ ﾗa デｴW ┗ｷヴデ┌Wゲ ﾗa デヴ┌デｴざ ゲｴﾗ┌ﾉS HW SｷヴWIデWS ;ｪ;ｷﾐゲデ デｴW さｴｷSSWﾐ ;ﾐS ｷﾐSｷヴWIデ 
ヮヴﾗIWゲゲざ ﾗa ┘ｷゲｴa┌ﾉ デｴｷﾐﾆｷﾐｪ ｷﾐ ﾗヴSWヴ デﾗ ヮヴW┗Wﾐデ デｴ;デ HWﾉｷWaゲ さHWIﾗﾏW ｴﾗゲデ;ｪW デﾗ SWゲｷヴWゲ ;ﾐS 
┘ｷゲｴWゲざ ふヲヰヰヲが Βンぶく Iﾐ デｴW ヮヴW┗ｷﾗ┌ゲ Iｴ;ヮデWヴが I ｴ;┗W ゲｷﾏｷﾉ;ヴﾉ┞ ;ヮヮW;ﾉWS デﾗ デｴW ┗ｷヴデ┌Wゲ ﾗa 
truthfulness to mediate the risk that fictional strategies in satire may deceive. Yet, although 
satire does not present the most epistemically safe environment, satirical narratives are not 
by definition untruthful. Moreover, in what follows, I will argue that humorous and ironic 
strategies in satire may serve exactly as a defence against wishful thinking about the 
efficacy of critique. Specifically, by introducing distance from its demands, certain 
humorous and ironic strategies in satire are designed to cope with the difficult truth that 
critique cannot wholly emancipate the world. As long as such humorous and ironic distance 
in satire does not turn into indifference, it can plausibly serve a mature therapeutic 
function in coping with the absurd gap between ideal and reality.  
For the record, my argument about the therapeutic function of humorous and ironic 
ゲデヴ;デWｪｷWゲ ｷﾐ ゲ;デｷヴｷI;ﾉ ﾐ;ヴヴ;デｷ┗Wゲ ゲｷSWゲデWヮゲ ;ﾐ┞ ;ゲゲWゲゲﾏWﾐデ ﾗa ゲ;デｷヴWげゲ ┗;ﾉ┌W ;ゲ デｴWヴ;ヮ┞ ｷﾐ ; 
clinical setting. Instead, I am concerned with therapy as an ordinary practice of confronting 
lifeげゲ W┗Wヴ┞S;┞ ヮゲ┞IｴﾗﾉﾗｪｷI;ﾉ SｷaaｷI┌ﾉデｷWゲが WゲヮWIｷ;ﾉﾉ┞ ｷﾐ ヴWゲヮﾗﾐゲW デﾗ ゲ┌aaWヴｷﾐｪ ;ﾐS ｷﾐﾃ┌ゲデｷIW ｷﾐ 
the daily news. This daily suffering and injustice motivates the demands of critique and the 
need for emancipation, but also introduces the need for psychological distance in light of 
the limits of critique to realise emancipation. In this sense, therapy cannot be divorced 
from ethics, for the response to suffering and injustice in the world is a negotiation 
between the critical care for others and the therapeutic care of self. The idea that the 
therapeutic function of humour and irony in satirical narratives to cope with the limits of 
critique also includes an inalienable ethical dimension corresponds to the role of narratives 
in ethical life more broadly. Noël Carrﾗﾉﾉ ｴ;ゲ ゲヮWIｷaｷI;ﾉﾉ┞ ｴｷｪｴﾉｷｪｴデWS デｴW さorientationalざ ヴﾗﾉW 
of narrative thinking in deliberating what we ought and ought not to do (2012, 390, original 
emphasis). Similarly, my suggestion is that humorous and ironic strategies in satire can 
function as part of an at once therapeutic and ethical deliberation of what should be done 
and what cannot be done in the service of critique. My suggestion about this ethical and 
therapeutic function of humour and irony in satirical narratives is based, in part, on Peter 
GﾗﾉSｷWげゲ ;ﾐ;ﾉ┞ゲｷゲ ﾗa Sヴ;ﾏ;デｷI ｷヴﾗﾐ┞ ｷﾐ ﾐ;ヴヴ;デｷ┗W デｴｷﾐﾆｷﾐｪ, as a way of coming to terms with 
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the past and work through specific emotional processes, like grief (2012, 26-75). In what 
aﾗﾉﾉﾗ┘ゲ ﾐﾗ┘が I ┘ｷﾉﾉ W┝ヮﾉ;ｷﾐ ｴﾗ┘ GﾗﾉSｷWげゲ ｷSW;ゲ I;ﾐ HW a┌ヴデｴWヴ SW┗WﾉﾗヮWS デo clarify the 
therapeutic role of a particular kind of humorous irony in satire.   
5. HUMOROUS IRONY IN SATIRE 
My argument is that satire incorporates a therapeutic and ethical negation between the 
care for others and the care of self in its defining combination of critique and 
entertainment. Specifically, entertaining strategies in satire like humour and irony can 
contribute to critique, as previously discussed, but they can also serve a therapeutic 
function by introducing psychological distance from the limits of critique. A promising 
model to understand this therapeutic function of humorous and ironic strategies in satirical 
narratives has been introduced by Peter Goldie. According to Goldie, engaging with 
ﾐ;ヴヴ;デｷ┗Wゲ ｷﾐ┗ﾗﾉ┗Wゲ ┌ﾐSWヴゲデ;ﾐSｷﾐｪ ;ﾐS ;ヮヮヴWIｷ;デｷﾐｪ さSｷ┗WヴｪWﾐIWゲざ ｷﾐ ヮWヴゲヮWIデｷ┗Wゲが aﾗヴ 
example between perspectives of characters internal to the story or between the internal 
perspective of a character and the external perspective of the author, etc. (2012, 30). One 
such divergence in perspectives is dramatic irony, i.e. when audiences are aware of salient 
information lacked by a character internal to the story. Dramatic irony can have a tragic 
function, as in Oedipus Rex, but is also often exploited for comic purposes, especially in 
comedies of error like Sｴ;ﾆWゲヮW;ヴWげゲ Much Ado About Nothing, in which the audience has 
an overview of how the various characters aim to deceive each other, which they 
themselves lack. According to Goldie, in our own narrative thinking, dramatic irony can be a 
strategy to come to terms with the past and negotiate the at times painful tension between 
what we know now but did not before (2012, 36-37). Along similar lines, I will argue that 
humorous irony in satire can function as a therapeutic strategy to cope with the demands 
of critique and its limits.     
Humorous strategies in satire not only serve an obvious entertaining function, but are also 
IﾉﾗゲWﾉ┞ IﾗﾐﾐWIデWS デﾗ デｴW ｪWﾐヴWげゲ ヮ┌ヴヮﾗゲW デﾗ Iヴｷデｷケ┌Wく T;ﾆW デｴW Iヴｷデｷケ┌W ﾗa South Parkげゲ さTｴW 
HﾗHHｷデざが ┘ｴｷIｴ デｴヴｷ┗Wゲ ﾗﾐ ヴｷSｷI┌ﾉｷﾐｪ ┗;ヴｷﾗ┌ゲ targets and their response to Photoshopped 
imagery. This function of ridicule in satire can be conceptualised by drawing on the 
incongruity theory of humour, which outlines how we cognitively process humour (Martin 
2007, 5-10). Noël Carroll has argued that the incﾗﾐｪヴ┌ｷデ┞ ヴWﾉW┗;ﾐデ デﾗ ｴ┌ﾏﾗ┌ヴ ｷゲ さa deviation 
aヴﾗﾏ ゲﾗﾏW ヮヴWゲ┌ヮヮﾗゲWS ﾐﾗヴﾏざ ﾗヴ さ;ﾐ ;ﾐﾗﾏ;ﾉ┞ ふぐぶ ヴWﾉ;デｷ┗W デﾗ ゲﾗﾏW aヴ;ﾏW┘ﾗヴﾆ ｪﾗ┗Wヴﾐｷﾐｪ 
デｴW ┘;┞ゲ ｷﾐ ┘ｴｷIｴ ┘W デｴｷﾐﾆ デｴW ┘ﾗヴﾉS ｷゲ ﾗヴ ゲｴﾗ┌ﾉS HWざ ふヲヰヱヴが ヱΑぶく C;ヴヴﾗﾉﾉ a┌ヴデｴWヴ W┝ヮﾉ;ｷﾐゲ 
デｴ;デ さｷﾐ ゲﾗﾏW I;ゲWゲが ｴ┌ﾏﾗ┌ヴ ﾏay even function to enforce norms に デﾗ ゲWヴ┗W ;ゲ ; IﾗヴヴWIデｷ┗Wざ 
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(2014, 76, original emphasis). Ridicule in satire typically serves exactly such an enforcing 
a┌ﾐIデｷﾗﾐく Iﾐ さTｴW HﾗHHｷデざが South Park sets out to ridicule various targets whose behaviour 
falls short of the moral norm that one should denounce Photoshopped imagery (embodied 
by Wendy Testaburger). Throughout the episode, various other norm-violations further 
substantiate the moral wrongness of these targets. Butters Stotch is ridiculously naïve 
about Kｷﾏ K;ヴS;ゲｴｷ;ﾐげゲ ヮｴﾗデﾗゲが Mヴ M;IﾆW┞ ｷゲ ヴｷSｷI┌ﾉﾗ┌ゲﾉ┞ ｷﾐIﾗﾏヮWデWﾐデ ;ゲ ; ゲIｴﾗﾗﾉ 
counsellor and so are the media who wrongfully condemn Wendy as jealous, etc. Thus, 
apart from its evident function as entertainment, such ridicule based on moral and other 
norm-viol;デｷﾗﾐゲ ｷゲ ;ﾐ ｷﾏヮﾗヴデ;ﾐデ ゲデヴ;デWｪ┞ デﾗ ゲ┌Hゲデ;ﾐデｷ;デW ゲ;デｷヴWげゲ ヮ┌ヴヮﾗゲW デﾗ Iヴｷデｷケ┌Wく  
The function of ridicule in satire can be further conceptualised by drawing on the 
superiority theory of humour. Not all, but some forms of humour involve expressing an 
attitude of superiority toward a target (Lintott 2016, 365). Concretely, South Parkげゲ さTｴW 
HﾗHHｷデざ ヴｷSｷI┌ﾉWゲ デｴW ┗ｷW┘ヮﾗｷﾐデゲ ﾗa B┌デデWヴゲが Mヴ M;IﾆW┞ ;ﾐS ﾗデｴWヴゲ ﾗﾐ PｴﾗデﾗゲｴﾗヮヮWS 
imagery as morally and intellectually inferior, portraying them as too short-sighted to spot 
Pｴﾗデﾗゲｴﾗヮげゲ a;ﾉゲｷデ┞ ┘ｴWﾐ ｷデ ｷゲ ヴｷｪｴデ ｷﾐ aヴﾗﾐデ ﾗa デｴWﾏく Tｴｷゲ I┌ﾉデｷ┗;デｷﾗﾐ ﾗa ﾏﾗヴ;ﾉ ;ﾐS 
ｷﾐデWﾉﾉWIデ┌;ﾉ ゲ┌ヮWヴｷﾗヴｷデ┞ デｴヴﾗ┌ｪｴ ヴｷSｷI┌ﾉW ゲWヴ┗Wゲ デｴW ｪWﾐヴWげゲ ヮ┌ヴヮﾗゲW デﾗ Iヴｷデｷケ┌Wが H┌デ ;ﾉゲﾗ ｴ;ゲ 
;ﾐ ｷﾏヮﾗヴデ;ﾐデ デｴWヴ;ヮW┌デｷI SｷﾏWﾐゲｷﾗﾐく Iﾐ さTｴW HﾗHHｷデざが WWﾐS┞が ;ゲ ゲデ;ﾐS-in satirist, may be 
morally and intellectually superior, but her efforts have little political efficacy. In this 
respect, ridicule in satire often serves as a symbolic victory to cope with the lack of political 
ゲ┌IIWゲゲく D┌ゲデｷﾐ Gヴｷaaｷﾐ W┝ヮﾉ;ｷﾐゲ デｴ;デ さぷｷへn some readers (and satirists too) satire no doubt 
induces a gratifying sense of moral victory to compensate for their status as political 
underdogs or outsiders. (...) The special compensations of satire have to do (...) with the 
sentiment it fosters of superiorｷデ┞ ｷﾐ ﾏﾗヴ;ﾉｷデ┞ ﾗヴ ｷﾐ ┘ｷデ ﾗヴ ｷﾐ ヮﾗ┘Wヴざ ふヱΓΓヴが ヱヵヶぶく TｴW 
therapeutic dimension of such ridicule is evident, for example, in a short story by LeAnne 
Howe on how her Choctaw ancestors were tricked into selling New Orleans to the French. 
Superiorly mocking the French colonist Jean-Baptiste Le Moyne, Sieur de Bienville for his 
thick accent, short-temperedness and boorishness, Howe comes to terms that ultimately 
さデｴW ﾃﾗﾆW ┘;ゲ ﾗﾐ ┌ゲざ ふヲヰヱ3, 46). In this respect, Dean R;SWヴ W┝ヮﾉ;ｷﾐゲ デｴ;デ さ;デ ;ﾉﾏﾗゲデ W┗Wヴ┞ 
moment when one expects ぷHﾗ┘Wへ デﾗ ┗WWヴ デﾗ┘;ヴS デヴ;┌ﾏ; ﾗヴ Sヴ;ﾏ;が ゲｴW ﾗヮデゲ aﾗヴ IﾗﾏWS┞ざ 
(2013, vi).  
The therapeutic dimension of humour to deal with emotional distress resonates with some 
┗Wヴゲｷﾗﾐゲ ﾗa デｴW ヴWﾉｷWa デｴWﾗヴ┞が ;ゲゲﾗIｷ;デWS ┘ｷデｴ FヴW┌Sげゲ ｷSW; ﾗa ﾉ;┌ｪｴデWヴ ;ゲ ; physiological 
release of psychological energy (Morreall 2007, 222). Irrespective of whether humour (or 
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laughter) involves such a release, it is commonly accepted that cognitively processing 
humorous incongruities stimulates a feeling of mirth (Martin 2007, 7) or humorous 
amusement (Carroll 2014, 2). According to Rod Martin, mirth rWaWヴゲ デﾗ さthe distinctive 
Wﾏﾗデｷﾗﾐ デｴ;デ ｷゲ WﾉｷIｷデWS H┞ デｴW ヮWヴIWヮデｷﾗﾐ ﾗa ｴ┌ﾏﾗヴざが ┘ｴｷIｴ ｪWﾐWヴ;デWゲ さ; ┌ﾐｷケ┌W aWWﾉｷﾐｪ ﾗa 
well-HWｷﾐｪざ ｷﾐ デｴW aﾗヴﾏ ﾗa ; ヮﾉW;ゲ┌ヴ;HﾉW HｷﾗIｴWﾏｷI;ﾉ ヴWゲヮﾗﾐゲW ｷﾐ デｴW HﾗS┞ デｴ;デ ｷゲ さIﾉﾗゲWﾉ┞ 
ヴWﾉ;デWS デﾗ ﾃﾗ┞が ;ﾐS Iﾗﾐデ;ｷﾐゲ ;ﾐ WﾉWﾏWﾐデ ﾗa W┝┌ﾉデ;デｷﾗﾐ ;ﾐS ; aWWﾉｷﾐｪ ﾗa ｷﾐ┗ｷﾐIｷHｷﾉｷデ┞ざ ふヲヰヰΑが Βぶく 
Typically, the non-verbal expression of this emotional state manifests itself as laughter or 
smiling (Martin 2007, 9). Carroll further specifies that humorous amusement is triggered by 
ﾐﾗヴﾏ;デｷ┗W ｷﾐIﾗﾐｪヴ┌ｷデｷWゲ ┘ｴｷIｴ ;ヴW さneither threatening nor anxiety producing nor annoying 
H┌デ ┘ｴｷIｴ I;ﾐが ﾗﾐ デｴW Iﾗﾐデヴ;ヴ┞が HW Wﾐﾃﾗ┞WSざ ふヲヰヱヴが ンヴぶく Moreover, in this emotional state 
さ┘W ;ヴW ﾐﾗデ IﾗﾐIWヴﾐWS デﾗ SｷゲIﾗ┗Wヴ ﾉWｪｷデｷﾏ;デW ヴWゲﾗﾉ┌デｷﾗﾐゲ デﾗ ｷﾐIﾗﾐｪヴ┌ｷデｷWゲざが ;ゲ ┘ｴWﾐ 
;SSヴWゲゲｷﾐｪ ; ヮ┌┣┣ﾉW ﾗヴ ; ヮヴﾗHﾉWﾏが H┌デ ｷﾐゲデW;S ;ヴW ケ┌ｷデW ｴ;ヮヮ┞ デﾗ ﾉWデ デｴWﾏ さゲｷﾏヮﾉ┞ ﾃﾗﾉﾉぷ┞へ ┌ゲざ 
(Carroll 2014, 36). For this reason, mirth or humorous amusement is characterised by a 
aWWﾉｷﾐｪ ﾗa さﾉW┗ｷデ┞ざ ﾗヴ さ;ﾐ W┝ヮWヴｷWﾐIW デｴ;デ ;IIﾗﾏヮ;ﾐｷWゲ デｴW Sｷゲ;ヮヮW;ヴ;ﾐIW ﾗa ; Iﾗｪﾐｷデｷ┗W 
SWﾏ;ﾐS ｷﾐデﾗ ﾐﾗデｴｷﾐｪざ ふC;ヴヴﾗﾉﾉ ヲヰヱヴが ヴΓぶく  
Regardless of the impact of mirth in dispelling negative emotions, the therapeutic 
dimension of humour can be conceptualised in terms of what C;ヴヴﾗﾉﾉ ｴ;ゲ I;ﾉﾉWS さｴ┌ﾏﾗヴﾗ┌ゲ 
Sｷゲデ;ﾐIW ﾗヴ ｴ┌ﾏﾗヴﾗ┌ゲ ;ﾐ;WゲデｴWゲｷ;ざ ふヲヰヱヴが ンヲぶく C;ヴヴﾗﾉﾉ W┝ヮﾉ;ｷﾐゲ デｴ;デ さｷﾐ ﾗヴSWヴ aﾗヴ ｴ┌ﾏﾗヴﾗ┌ゲ 
;ﾏ┌ゲWﾏWﾐデ デﾗ ﾗHデ;ｷﾐざ ﾗﾐW さﾏ┌ゲデ ヴWｪ;ヴS デｴW ｷﾐIﾗﾐｪヴ┌ｷデ┞ ﾐﾗデ ;ゲ ; ゲﾗ┌ヴIW ﾗa ;ﾐ┝ｷWデ┞ H┌デ 
ヴ;デｴWヴ ;ゲ ;ﾐ ﾗヮヮﾗヴデ┌ﾐｷデ┞ デﾗ ヴWﾉｷゲｴ ｷデゲ ;Hゲ┌ヴSｷデ┞ざ ふヲヰヱヴが ヲΓぶく Fﾗヴ デｴｷゲ ヴW;ゲﾗﾐが さ┘ｴ;デ ｷゲ 
potentially threatening, frightening, or anxiety producing about [humorous incongruities] 
ﾏ┌ゲデ HW SWaﾉWIデWS ;ﾐSっﾗヴ ﾏ;ヴｪｷﾐ;ﾉｷ┣WSざ ふC;ヴヴﾗﾉﾉ ヲヰヱヴが ンヰぶく TｴW デｴWヴ;ヮW┌デｷI a┌ﾐIデｷﾗﾐ ﾗa ゲ┌Iｴ 
humorous distance is developed explicitly in Christine-J;ﾐW Wｷﾉゲﾗﾐげゲ さI;ヴデﾗﾗﾐゲ ;Hﾗ┌デ デｴW 
aW;ヴゲ ;ﾐS aﾗｷHﾉWゲ ﾗa IヴﾗゲゲSヴWゲゲWヴゲざが ヮ┌HﾉｷゲｴWS ┌ﾐSWヴ デｴW ヮゲW┌Sﾗﾐ┞ﾏ Kヴｷゲ ふG;ヴSﾐWヴ ヲヰヱヶぶく 
Discussing feelings of guilt and shame in coming to terms with her gender identity, Wilson 
explained that さぷデへｴW ﾗﾐW thing I thought I would never ever be able to laugh about was my 
デヴ;ﾐゲ┗Wゲデｷゲﾏざ ふG;ヴSﾐWヴ ヲヰヱヶぶく NW┗WヴデｴWﾉWゲゲが Wｷﾉゲﾗﾐ ;Iﾆﾐﾗ┘ﾉWSｪWS デｴ;デ さぷ;へﾉﾉ ﾏ┞ ﾉｷaWが デｴW 
main savior of my sanity has been my sense of humor. When I grew depressed, if I feared 
ridicule or rWﾃWIデｷﾗﾐが W┗Wﾐデ┌;ﾉﾉ┞ デｴW a┌ﾐﾐ┞ ゲｷSW ┘ﾗ┌ﾉS ｴｷデ ﾏW ;ﾐS IげS HW ;HﾉW デﾗ ﾉ;┌ｪｴ ;ﾐS 
IﾉｷﾏH ﾗ┌デ ﾗa デｴW SWヮヴWゲゲｷﾗﾐざ ふG;ヴSﾐWヴ ヲヰヱヶぶく Wｷﾉゲﾗﾐ W┝ヮﾉ;ｷﾐゲ ｴﾗ┘ ゲｴW W┗Wﾐデ┌;ﾉﾉ┞ ゲデ;ヴデWS デﾗ 
aｷﾐS さｴ┌ﾏﾗヴ ｷﾐ HWｷﾐｪ ; デヴ;ﾐゲ┗WゲデｷデWざが ┘ｴｷIｴ ヴWゲ┌ﾉデWS ｷﾐ ; HﾗS┞ ﾗa I;ヴデﾗﾗﾐゲ デｴ;デ ｷﾐIﾗヴヮﾗrated 
this therapeutic dimension (Gardner 2016). In other words, regardless of the emotional 
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impact of mirth or amusement on depression, the very act of laughing at anxieties and 
worries may introduce a therapeutic distance which robs them of their sting.  
The concept of humorous distance or anaesthesia has sometimes been explicated in terms 
of non-seriousness or play. According to Martin, さぷデへｴW ゲﾗIｷ;ﾉ IﾗﾐデW┝デ ﾗa ｴ┌ﾏﾗヴ ｷゲ ﾗﾐW ﾗa 
ヮﾉ;┞ざ ふヲヰヰΑが ヵぶ ;ﾐS さぷ┘へｴWﾐ デｴW┞ Wﾐｪ;ｪW ｷﾐ ヮﾉ;┞が ヮWﾗヮﾉW デ;ﾆW ; ﾐﾗﾐゲWヴｷﾗ┌ゲ ;デデｷtude toward 
デｴW デｴｷﾐｪゲ デｴW┞ ;ヴW ゲ;┞ｷﾐｪ ﾗヴ Sﾗｷﾐｪ ふぐぶ ヴ;デｴWヴ デｴ;ﾐ ｴ;┗ｷﾐｪ ; ﾏﾗヴW ｷﾏヮﾗヴデ;ﾐデ ｪﾗ;ﾉ ｷﾐ ﾏｷﾐSざ 
(2007, 6). Tom Cochrane has further argued that humour is non-serious in the sense that its 
norm-violations lack the pragmatic force necessary for substanデｷ┗W ;デデｷデ┌SW Iｴ;ﾐｪW ;ゲ さ┘W 
manage to shift into a playful mode of thought, where we are no longer practically, 
Wﾏﾗデｷﾗﾐ;ﾉﾉ┞ Wﾐｪ;ｪWS ┘ｷデｴ デｴW ┘ﾗヴﾉS ｷﾐ デｴW ゲ;ﾏW ┘;┞ざ ふヲヰヱΑが ヵΒぶく Tｴ┌ゲが ;IIﾗヴSｷﾐｪ デﾗ 
CﾗIｴヴ;ﾐWが さｷa ; ｴ┌ﾏﾗヴﾗ┌ゲ ┘ﾗヴﾆ ヴW┗W;ﾉゲ デｴW ;Hゲ┌ヴSｷデ┞ ﾗa ゲﾗﾏWデｴing, we can either find it 
funny and not have our attitudes significantly influenced, or else be significantly influenced 
H┌デ ﾐﾗデ aｷﾐS ｷデ a┌ﾐﾐ┞ざ ふヲヰヱΑが ヵヲぶく Hﾗ┘W┗Wヴが デｴWヴW ｷゲ ; ヮヴﾗHﾉWﾏ ┘ｷデｴ デｴW ｷSW; デｴ;デ さヮﾉ;┞ ｷゲ 
SｷゲWﾐｪ;ｪWS aヴﾗﾏ ﾉｷaWざ ;ﾐS さデｴ;デ ｷデ ｷゲ ﾐﾗデ ゲWヴｷﾗ┌ゲざ ふC;ヴヴﾗﾉﾉ ヲヰヱヴが ヴンぶく Concretely, Wilson has 
W┝ヮﾉ;ｷﾐWS さぷｷへデげゲ ﾐﾗデ デｴ;デ I ヴWｪ;ヴS IヴﾗゲゲSヴWゲゲｷﾐｪ ;ゲ ;ﾐ WﾐデｷヴWﾉ┞ ｴ┌ﾏﾗヴﾗ┌ゲ ;Iデｷ┗ｷデ┞ざ H┌デ 
さぷ┘へｴｷﾉW I ヴW;ﾉｷ┣W ｷデげゲ ; ゲWﾐゲｷデｷ┗W ;ﾐS ゲWヴｷﾗ┌ゲ ゲ┌HﾃWIデが I デｴｷﾐﾆ ┘W I;ﾐ ゲﾗﾏWデｷﾏWゲ HW ; ﾉｷデデﾉW デﾗﾗ 
serious about it. S┌ヴWﾉ┞ デｴWヴWげゲ ヴﾗﾗﾏ aﾗヴ ; aW┘ ﾉ;┌ｪｴゲざ ふG;ヴSﾐWヴ ヲヰヱヶぶ. Granted, humour 
robs its objects of seriousness by putting them in perspective. Nevertheless, that act in 
itself may have a serious goal, as is clear from the therapeutic function Wilson ascribes to 
her humorous cartoons. Moreover, p;IW CﾗIｴヴ;ﾐWげゲ ヮWゲゲｷﾏｷゲﾏ ;Hﾗ┌デ ｴ┌ﾏﾗ┌ヴげゲ ｷﾏヮ;Iデ ﾗﾐ 
;デデｷデ┌SW Iｴ;ﾐｪWが デｴW ヮﾗｷﾐデ ﾗa Wｷﾉゲﾗﾐげゲ I;ヴデﾗﾗﾐゲ ｷゲ W┝;Iデﾉ┞ デﾗ Iｴ;ﾐｪW ヮWﾗヮﾉWげゲ ;デデｷデ┌SW ;Hﾗ┌デ 
their gender identity through humour, more specifically, attenuate an otherwise crushing 
seriousness.  
Humour can have a therapeutic function not only when it is directed outwards, specifically 
by putting down otherwise more powerful targets, but also when it is directed inwards, by 
ヮ┌デデｷﾐｪ ｷﾐ ヮWヴゲヮWIデｷ┗W ﾗﾐWげゲ ﾗ┘ﾐ ┘ﾗヴヴｷWゲ ;ﾐS ﾉｷﾏｷデゲく Tｴese two therapeutic functions of 
humour frequently coincide with ironic strategies in satire to substantiate an attitude of 
humorous irony (or ironic humour). Albeit humour and irony are not the same, there are at 
least four distinct phenomena which are commonly identified as irony and all of them can 
incorporate a humorous dimension. First, as discussed, there is dramatic irony, a narrative 
strategy which results from a clash between what audiences know and characters do not, 
often exploited for comic purposes. Second, situational irony, which, as Gregory Currie 
ゲヮWIｷaｷWゲが さヴWケ┌ｷヴWゲ ; Iﾗﾐデヴ;ゲデ HWデ┘WWﾐ ; ﾐﾗヴﾏ ﾗヴ W┝ヮWIデ;デｷﾗﾐ ﾗヴ ;ﾏHｷデｷﾗﾐ ﾗﾐ デｴW ﾗﾐW ｴ;ﾐS 
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;ﾐS ヴW;ﾉｷデ┞ ﾗﾐ デｴW ﾗデｴWヴざ ふヲヰヱヱが ヱヶヴぶく “ｷデ┌;デｷﾗﾐ;ﾉ ｷヴﾗﾐ┞ ｷゲ ﾗaデWﾐ S;ヴﾆﾉ┞ ｴ┌ﾏﾗヴﾗ┌ゲが ;ゲ Aﾉ;ﾐｷゲ 
Morissette highﾉｷｪｴデゲ ┘ｴWﾐ ゲｷﾐｪｷﾐｪが さｷゲﾐげデ ｷデ ｷヴﾗﾐｷIざ デｴ;デ さﾉｷaW ｴ;ゲ ; a┌ﾐﾐ┞ ┘;┞ ﾗa ゲﾐW;ﾆｷﾐｪ ┌ヮ 
ﾗﾐ ┞ﾗ┌っ WｴWﾐ ┞ﾗ┌ デｴｷﾐﾆ W┗Wヴ┞デｴｷﾐｪげゲ ﾗﾆ;┞ ;ﾐS W┗Wヴ┞デｴｷﾐｪげゲ ｪﾗｷﾐｪ ヴｷｪｴデっ AﾐS ﾉｷaW ｴ;ゲ ; a┌ﾐﾐ┞ 
┘;┞ ﾗa ｴWﾉヮｷﾐｪ ┞ﾗ┌ ﾗ┌デ ┘ｴWﾐっ Yﾗ┌ デｴｷﾐﾆ W┗Wヴ┞デｴｷﾐｪげゲ ｪﾗﾐW ┘ヴﾗﾐｪ ;ﾐS W┗Wヴ┞デｴｷﾐｪ Hﾉﾗ┘ゲ up/ 
Iﾐ ┞ﾗ┌ヴ a;IWざ ふヱΓΓ6). Third, irony is also an attitude, especially in response to existential 
absurdity (which really is situational irony on a cosmic scale). As indicated, such an ironic 
attitude can range from nihilistically dismissing life as a joke to humorously coping with the 
absurdities of life. Fourth, perhaps in its most common usage, irony refers to a 
communicative strategy which is often humorous, whether it be playfully or sarcastically.  
In what follows, I will clarify the therapeutic function of humorous irony in satire by 
intervening in debates about communicative irony in aesthetics and pragmatics. The kinship 
between irony and humour is rooted in norm-based incongruity. Specifically, 
communicative irony involves a clash between perspectives that may produce a humorous 
incongruity. That said, there has been considerable theoretic disagreement about the 
linguistic mechanism underpinning this clash of perspectives in communicative irony. In 
classical rhetoric, irony came to be identified as a figure of speech which involves saying 
one thing and meaning its opposite. This idea has remained influential in folk psychology 
;ﾐS ｷﾐ ゲﾗﾏW ゲIｴﾗﾉ;ヴﾉ┞ ケ┌;ヴデWヴゲが WゲヮWIｷ;ﾉﾉ┞ ;ﾏﾗﾐｪ ｷﾐデWヴヮヴWデWヴゲ ﾗa HくPく GヴｷIWげゲ ┘ﾗヴﾆ ｷﾐ 
pragmatics (1989 [1975]). To this day, neo-Gricean scholars like Martha Dynel understand 
Iﾗﾏﾏ┌ﾐｷI;デｷ┗W ｷヴﾗﾐ┞ ;ゲ さ; trope/rhetorical figure/figure of speech ふぐぶ デｴヴﾗ┌ｪｴ ┘ｴｷIｴ ﾗﾐW 
┘ｷゲｴWゲ デﾗ Iﾗﾐ┗W┞ デｴW ﾗヮヮﾗゲｷデW ﾗa ┘ｴ;デ ﾗﾐW ゲ;┞ゲざ ふヲヰヱンが ヴヰンが ﾗヴｷｪｷﾐ;ﾉ Wﾏヮｴ;ゲｷゲぶが ;ﾉHWｷデ ┘ｷデｴ 
デｴW I;┗W;デ デｴ;デ さﾏW;ﾐｷﾐｪ ﾐWｪ;デｷﾗﾐ ｷゲ ﾐﾗデ デ┞ヮｷI;ﾉ ﾗa ;ﾉﾉ ｷヴﾗﾐ┞ざ ふヲヰヱンが ヴヰヴぶく IﾐゲデW;Sが ┘ｴ;デ 
really matters, according to neo-GヴｷIW;ﾐゲが ｷゲ デｴ;デ さデｴW ﾉｷデWヴ;ﾉ ｷﾏヮﾗヴデ ﾗa ;ﾐ ｷヴﾗﾐｷI ┌デデWヴ;ﾐIW 
SｷaaWヴゲ aヴﾗﾏ デｴW ｷﾏヮﾉｷIｷデ ﾏW;ﾐｷﾐｪ デｴW ゲヮW;ﾆWヴ ｷﾐデWﾐSゲ デﾗ Iﾗﾏﾏ┌ﾐｷI;デWざ ふD┞ﾐWﾉ ヲヰヱンが ヴヰヴぶく 
Neo-Griceans conceptualise this implicitness as a Gricean conversational implicature which 
results from flouting the maxim of truthfulness, similar to metaphor (Dynel 2013, 406). Yet, 
;ゲ ﾗヮヮﾗゲWS デﾗ ﾏWデ;ヮｴﾗヴが ｷヴﾗﾐ┞ さｷﾐデヴｷﾐゲｷI;ﾉﾉ┞ W┝ヮヴWゲゲWゲ デｴW ゲヮW;ﾆWヴげゲ ;デデｷデ┌SW ;nd carries an 
W┗;ﾉ┌;デｷ┗W ﾃ┌SｪWﾏWﾐデっW┗;ﾉ┌;デｷﾗﾐ ﾗa デｴW ヴWaWヴWﾐデぎ ;ﾐ ┌デデWヴ;ﾐIWが ;Iデｷﾗﾐが W┗Wﾐデ ﾗヴ ゲｷデ┌;デｷﾗﾐざ 
(Dynel 2013, 422, original emphasis).  
However, the neo-GヴｷIW;ﾐ ┌ﾐSWヴゲデ;ﾐSｷﾐｪ ﾗa Iﾗﾏﾏ┌ﾐｷI;デｷ┗W ｷヴﾗﾐ┞ ｷゲ ヮヴﾗHﾉWﾏ;デｷIく GヴｷIWげゲ 
ideas about irony were ゲｷｪﾐｷaｷI;ﾐデﾉ┞ Iｴ;ﾉﾉWﾐｪWS H┞ D;ﾐ “ヮWヴHWヴ ;ﾐS DWｷヴSヴW Wｷﾉゲﾗﾐげゲ ふ1981) 
echoic theory of irony, developed in the context of their general relevance theory of 
pragmatics (which offers an alternative to Gricean pragmatics altogether). According to 
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Sperber and Wiﾉゲﾗﾐが さ┘ｴ;デ ｷヴﾗﾐ┞ Iﾗﾐ┗W┞ゲ ｷゲ ﾐﾗデ ; aｷｪ┌ヴ;デｷ┗W ﾏW;ﾐｷﾐｪ H┌デ ;ﾐ ;デデｷデ┌SWが デｴW 
ゲヮW;ﾆWヴげゲ ;デデｷデ┌SW デﾗ ;ﾐ ;デデヴｷH┌デWS デｴﾗ┌ｪｴデざ ふヲヰヱヲが ンンぶく More specifically, Sperber and 
Wilson argue that an ironic speaker engages in a speech act by which they echo a viewpoint 
attributed to some party in order to dissociate themselves from that (or a related) 
viewpoint as defective. Cヴ┌Iｷ;ﾉﾉ┞が ┘ｴWヴW;ゲ さぷaへヴﾗﾏ デｴW Iﾉ;ゲゲｷI;ﾉ ヮﾗｷﾐデ ﾗa ┗ｷW┘が デｴW a;Iデ デｴ;デ 
ｷヴﾗﾐ┞ W┝ヮヴWゲゲWゲ ;ﾐ ;デデｷデ┌SW ┘ｴｷﾉW ﾏWデ;ヮｴﾗヴ SﾗWゲ ﾐﾗデ ｷゲ ヮ┌┣┣ﾉｷﾐｪざが Wilson and Sperber 
highlight that ﾗﾐ さデｴW WIｴﾗｷI ;IIﾗ┌ﾐデが デｴW ｷヴﾗﾐｷI;ﾉ ;デデｷデ┌SW ｷゲ ﾐﾗデ ; ヮ┌┣┣ﾉｷﾐｪ aW;デ┌ヴW ;SSWS デﾗ 
; ゲヮWIｷaｷI ﾆｷﾐS ﾗa デヴﾗヮWが ｷデ ｷゲ Iﾗﾐゲデｷデ┌デｷ┗W ﾗa ｷヴﾗﾐ┞ざ ふヲヰヱヲが ンンぶく Tｴｷゲ ﾉｷﾐW ﾗa IヴｷデｷIｷゲﾏ ｷゲ ;ﾉゲﾗ 
shared and addressed by the other rival of the neo-Gricean understanding of irony, the 
pretence theory, originally introduced by Herbert H. Clark and Richard J. Gerrig (1984) and 
later reformulated in its strongest version by Gregory Currie (2006; 2008; 2010 and 2011). 
Elaborating ideas originally introduced by Kendall Walton about fiction (1990), Currie 
IﾗﾐゲｷSWヴゲ ｷヴﾗﾐｷI ┌デデWヴ;ﾐIWゲ ;ゲ ヮヴﾗヮゲ ｷﾐ ; ゲヮW;ﾆWヴげゲ ;Iデ ﾗa ヮヴWデWﾐSｷﾐｪ デﾗ ;Sﾗヮデ ;ﾐﾗデｴWヴ 
perspective in order to evaluate it. Albeit the pretence and echoic theory share many 
characteristics, especially in opposition to the neo-Gricean alternative, they are genuine 
rivals that offer significantly different interpretations of communicative irony (Currie 2008, 
19). 
TｴW WIｴﾗｷI デｴWﾗヴ┞ ﾗa ｷヴﾗﾐ┞が ;ゲ ﾏWﾐデｷﾗﾐWSが ｷゲ ;ﾐ ﾗaaゲｴﾗﾗデ ﾗa Wｷﾉゲﾗﾐ ;ﾐS “ヮWヴHWヴげゲ ヴWﾉW┗;ﾐIW 
theory of communication, according to which an utterance represents a thought of the 
speaker that it resembles in content (2012, 127). In this framework, an utterance is echoic if 
デｴ;デ デｴﾗ┌ｪｴデ ｷゲ ;Hﾗ┌デ さ;ﾐﾗデｴWヴ デｴﾗ┌ｪｴデ デｴ;デ ｷデ ヴWゲWﾏHﾉWゲ ｷﾐ IﾗﾐデWﾐデが ┘ｴｷIｴ デｴW ゲヮW;ﾆWヴ 
atデヴｷH┌デWゲ デﾗ ゲﾗﾏW ゲﾗ┌ヴIW ﾗデｴWヴ デｴ;ﾐ ｴWヴゲWﾉa ;デ デｴW I┌ヴヴWﾐデ デｷﾏWざ ┘ｷデｴ デｴW ｷﾐデWﾐデｷﾗﾐ さデﾗ 
Iﾗﾐ┗W┞ ｴWヴ ﾗ┘ﾐ ;デデｷデ┌SW ﾗヴ ヴW;Iデｷﾗﾐ デﾗ デｴ;デ デｴﾗ┌ｪｴデざ ふWｷﾉゲﾗﾐ ;ﾐS “ヮWヴHWヴ ヲヰヱヲが ヱヲΒぶく MﾗヴW 
ゲヮWIｷaｷI;ﾉﾉ┞が ｷヴﾗﾐｷI Iﾗﾏﾏ┌ﾐｷI;デｷﾗﾐ ｷゲ さデ;Iｷデﾉ┞ ;デデヴｷH┌デｷ┗Wざ HWI;┌ゲW さデｴW ;┌SｷWﾐce is left to 
infer that the thoughts they represent are being attributed to some source other than the 
ゲヮW;ﾆWヴざ ふWｷﾉゲﾗﾐ ;ﾐS “ヮWヴHWヴ ヲヰヱヲが ヱヲΓぶく Tｴｷゲ ｷSW; ﾗa デ;Iｷデ ;デデヴｷH┌デｷﾗﾐ ゲWヴ┗Wゲ デﾗ 
accommodate the non-literal surface of ironic commination. Irony further differs from 
ﾗデｴWヴ WIｴﾗｷI Iﾗﾏﾏ┌ﾐｷI;デｷﾗﾐ HWI;┌ゲW さデｴW ;デデｷデ┌SWゲ Iﾗﾐ┗W┞WS ;ヴW Sヴ;┘ﾐ aヴﾗﾏ デｴW 
dissociative range: the speaker rejects a tacitly attributed thought as ludicrously false (or 
Hﾉ;デ;ﾐデﾉ┞ ｷﾐ;SWケ┌;デW ｷﾐ ﾗデｴWヴ ┘;┞ゲぶざ ふWｷﾉゲﾗﾐ ;ﾐS “ヮWヴHWヴ ヲヰヱヲが ヱンヰ). This idea of 
dissociation explains the clash in perspectives that underpins ironic communication and 
sometimes makes it humorously incongruous. For example, suppose I convey my 
Sｷゲ;ｪヴWWﾏWﾐデ ┘ｷデｴ ; IﾗﾉﾉW;ｪ┌Wげゲ ゲ┌ｪｪWゲデｷﾗﾐ H┞ ｷヴﾗﾐｷI;ﾉﾉ┞ ゲ;┞ｷﾐｪ さTｴ;デげゲ ; ｪヴW;デ ｷSW;ぁざく Oﾐ 
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the echoic theory of irony, I am tacitly attributing that thought to my colleague in order to 
communicate that I find its content ridiculous. Further, my ironic remark may be humorous, 
if it involves a relevant norm-violation (for example, if ﾏ┞ IﾗﾉﾉW;ｪ┌Wげゲ ｷSW; ｷゲ ヴW;ﾉﾉ┞ ゲデ┌ヮｷSぶく  
Alternatively, according to the rival pretence theory, communicative irony is a matter of 
さヮヴWデWﾐSｷﾐｪ デﾗ Sﾗ ゲﾗﾏWデｴｷﾐｪ ヴ;デｴWヴ デｴ;ﾐ ヴW;ﾉﾉ┞ Sﾗｷﾐｪ ｷデざ ふC┌ヴヴｷW ヲヰヰヶが ヱヱヲぶく AIIﾗヴSｷﾐｪ デﾗ 
C┌ヴヴｷWが さぷデへｴW ｷヴﾗﾐｷゲデ ヮヴWデWﾐSゲ デﾗ ;ssert/question/endorse and in doing so expresses an 
;デデｷデ┌SW デﾗ デｴﾗゲW ┘ｴﾗ Sﾗ ﾗヴ ┘ﾗ┌ﾉS ゲ;┞ ﾗヴ ケ┌Wゲデｷﾗﾐ ﾗヴ WﾐSﾗヴゲW ｷﾐ デｴｷゲ ┘;┞ざ ふヲヰヰヶが ヱヱンぶく Iﾐ 
ﾗデｴWヴ ┘ﾗヴSゲが さデｴW ゲヮW;ﾆWヴ ヮヴWデWﾐSゲ デﾗ ;Sﾗヮデ ; ﾉｷﾏｷデWS ヮWヴゲヮWIデｷ┗Wが ;ﾐS ｷﾐ ゲﾗ Sﾗｷﾐｪ 
expresses something about some ヮWヴゲﾗﾐげゲ ﾗII┌ヮ;ﾐI┞ ﾗa デｴ;デ ヮWヴゲヮWIデｷ┗Wざが ｷくWく デｴW デ;ヴｪWデ ﾗa 
the ironic utterance (Currie 2006, 116). This idea of pretence accommodates the non-literal 
surface of ironic communication, for it suggests a level of communicative covertness; 
pretence works best when it is not obvious (Currie 2011, 167). The targeted perspective in 
ironic communication which the ironist pretends to adopt may be identical or merely 
ヴWゲWﾏHﾉW ｷデが ｷﾐ ┘ｴｷIｴ I;ゲW ﾗﾐW ヮWヴゲヮWIデｷ┗W さヮ┌デゲ ┌ゲ ｷﾐ ﾏｷﾐS ﾗa デｴW ﾗデｴWヴ H┞ ┗ｷヴデ┌W ﾗa ｴ;┗ｷﾐｪ 
certaiﾐ ﾉｷﾏｷデ;デｷﾗﾐゲ デｴ;デ ヴWゲWﾏHﾉW デｴW ﾉｷﾏｷデ;デｷﾗﾐゲ ﾗa デｴW ﾗデｴWヴざ ふC┌ヴヴｷW ヲヰヰヶが ヱヱΑぶく Iﾐ デｴｷゲ 
ﾏ;ﾐﾐWヴが デｴW a┌ﾐIデｷﾗﾐ ﾗa ｷヴﾗﾐｷI Iﾗﾏﾏ┌ﾐｷI;デｷﾗﾐ ｷゲ デﾗ ヴWヮヴWゲWﾐデ さｷデゲ デ;ヴｪWデ ;ゲ ┌ﾐヴW;ゲﾗﾐ;HﾉW ｷﾐ 
some way, or at least as falling short of some salient standard of reasonablenWゲゲざ ふC┌ヴヴｷW 
2006, 119; see also Currie 2010, 157). Accordingly, on the pretence theory of irony, when I 
Sｷゲﾏｷゲゲ ﾏ┞ IﾗﾉﾉW;ｪ┌Wげゲ ゲ┌ｪｪWゲデｷﾗﾐ H┞ ｷヴﾗﾐｷI;ﾉﾉ┞ ゲ;┞ｷﾐｪ さTｴ;デげゲ ; ｪヴW;デ ｷSW;ぁざが I ;ﾏ 
pretending to assert this viewpoint in order to ridicule my colleague for genuinely 
occupying a similar perspective. On the pretence account, such an ironic remark is 
humorous under the same conditions as it would be under the echoic theory.   
The echoic and pretence theory are both strong proposals. It is therefore perhaps no 
surprise that the debate seems to have developed into in a stalemate, with either theory 
unable to really dismiss its rival. Defending the pretence theory, Currie has argued that the 
echoic theory cannot adequately distinguish between irony and sneering on the grounds 
that the former but not the latter involves pretence (2008, 22-23; 2011, 159-161). 
However, this proposal somewhat begs the question, since it does not address why 
sneering could not be a particular form of ironic communication. Alternatively, Wilson and 
“ヮWヴHWヴ ｴ;┗W ゲﾗ┌ｪｴデ デﾗ ┗ｷﾐSｷI;デW デｴWｷヴ デｴWﾗヴ┞ ;ゲ さﾏﾗヴW ヮ;ヴゲｷﾏﾗﾐｷﾗ┌ゲざ because they claim 
デｴ;デ C┌ヴヴｷWげゲ ヮヴWデWﾐIW デｴWﾗヴ┞ ﾏ┌ゲデ also incorporate the idea that irony attributes a 
viewpoint to some party that really holds it (2012, 25-32). Nonetheless, even if they are 
right (see Currie 2008, 18-ヱΓぶが ;ヮヮW;ﾉｷﾐｪ デﾗ OII;ﾏげゲ ヴ;┣ﾗヴ SﾗWゲ ﾐﾗデ ｷﾐ┗;ﾉｷS;デW デｴW Iﾉ;ｷﾏ デｴ;デ 
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there is no irony without pretence. It is therefore rather rash of Wilson and Sperber to state 
that the issue of communicative irony has HWWﾐ さヴWゲﾗﾉ┗WSざが WゲヮWIｷ;ﾉﾉ┞ ゲｷﾐIW デｴW ヮヴWデWﾐIW 
theory of irony remains influential in scholarship (see MacDowell 2016). Conversely, a real 
advance in the debate would be proof that pretence is incompatible with some form of 
communication that is undeniable ironic. In this respect, l will discuss what I call ironic 
characters in satire as a form of ironic communication which the echoic theory can 
accommodate but the pretence theory cannot. Importantly, identifying the correct 
mechanism behind these ironic characters is crucial to understand the therapeutic function 
of humorous irony in satire.  
On my proposal, ironic characters in satire do not communicate ironically in the fictional 
world, but serve as a ploy in the ironic communication of satirists. Specifically, ironic 
characters in satire assert viewpoints which audiences are cued to understand as deficient 
viewpoints about real-world affairs. In contrast to dramatic irony, authors not only intend 
for audiences to have knowledge lacked by these ironic characters, but also to dissociate 
themselves from their viewpoints. For example, Jen Sorensen is one satirist who often 
successfully employs ironic characters in her cartoons to critique viewpoints as falling short 
of a standard of progressive reason. Take the first cartoon below, in which Sorensen 
introduces ironic characters as a strategy to satirise climate change deniers (fig. 21). In this 
cartoon, all speaking characters are ironic characters because they assert viewpoints in the 
fictional world which audiences are cued to understand as the kind of deficient viewpoints 
(reduced to absurdity) which are typical of actual climate change deniers. This kind of 
communication concurs with the phenomenology of irony as identified by both the echoic 
and pretence account. Through staging a fictional story, the satirical author (implied or real) 
dissociates herself from viewpoints ascribed to unidentified but real targets who are the 
butt of her critique. By contrast, in the fictional world of the cartoon, the child in the pool is 
not an ironic character because her reaction is not cued as defective compared to a 
progressive standard of reason (quite the opposite, her expression of dread is a reasonable 
response to the actions of climate change deniers). Likewise, in the second cartoon, 
Sorensen introduces ironic characters to critique the viewpoints of xenophobes, racists and 
defenders of Charlie Hebdoげゲ ゲ;デｷヴWが ┘ｴWヴW;ゲ ｴWヴ ヮﾗヴデヴ;┞;ﾉ ﾗa デｴW ｷﾏﾏｷｪヴ;ﾐデ Iｴ;ヴ;IデWヴ a;ﾉﾉゲ 









Although the echoic theory and pretence theory can both account for standard cases of 
ironic communication, my proposal is that only the former can explain the function of ironic 
characters in satire. On the echoic theory, the function of such characters in the ironic 
communication of satirists is fairly straightforward. In the first cartoon, Sorensen introduces 
an ironic character to echo a viewpoint sometimes endorsed by climate change deniers, 
specifically that they cannot assess the danger of climate change because they are not 
scientists (fig. 23). Although this echoic attribution is not tacit in the sense that the 
defective viewpoint is explicitly attributed to a fictional character, the audience is 
nonetheless left to infer that a similarly defective viewpoint should be attributed to real-life 
climate change deniers. Moreover, the author also does not explicitly communicate her 
dissociative attitude toward this tacitly attributed viewpoint (although a reader would have 
to be particularly undiscerning to miss the irony and its target). Likewise, in the second 
cartoon, Sorensen does not make it explicit that she sympathises with the character of the 
unemployed immigrant and that his attackers serve as a ploy in her ironic communication 
about defenders of Charlie Hebdoげゲ Hﾉ┌ﾐデ ゲ;デｷヴW ふaｷｪく ヲ4). Since Sorensen does not 
communicate her critique explicitly, it is not wholly implausible that somebody who 
happens to agree with the reactions of the ironic characters actually mistakes the 
immigrant character for an ironic character, echoing (what they perceive as) the ridiculous 
political correctness of progressives (albeit there are enough implicit cues to the contrary 
aﾗヴ デｴW ｷヴﾗﾐｷI Iﾗﾏﾏ┌ﾐｷI;デｷﾗﾐ ｷﾐ デｴｷゲ I;ヴデﾗﾗﾐ デﾗ HW ゲ┌IIWゲゲa┌ﾉぶく AIIﾗヴSｷﾐｪﾉ┞が “ﾗヴWﾐゲWﾐげゲ 
attribution of deficient viewpoints to real-world parties through ironic characters 
incorporates the characteristic implicitness of ironic communication. 
                                                  




By contrast, although the function of ironic characters in satire is fairly straightforward on 
the echoic account, the pretence theory fails to accommodate the function of such 
characters in ironic communication. In this respect, Currie has discussed what he calls 
けゲ┌ヮヴWゲゲWS ｷヴﾗﾐ┞げ ;ゲ ; ヮｴWﾐﾗﾏWﾐﾗﾐ ┘ｴｷIｴ ｷゲ ケ┌ｷデW ゲｷﾏｷﾉ;ヴ デﾗ ｷヴﾗﾐｷI Iｴ;ヴ;IデWヴゲが H┌デ 
concludes that ｷデ さｷゲﾐげデ ヴW;ﾉﾉ┞ ｷヴﾗﾐ┞ ｷﾐ ﾏ┞ ゲWﾐゲWが デｴﾗ┌ｪｴ ｷデ ｷゲ ;ﾐ W┝ヮﾉﾗｷデ;デｷon, usually for 
IﾗﾏｷI ヮ┌ヴヮﾗゲWゲが ﾗa デｴW ﾏWIｴ;ﾐｷゲﾏゲ H┞ ┘ｴｷIｴ ｷヴﾗﾐ┞ ﾗヮWヴ;デWゲざ ふヲヰヰヶが ヱヲΓぶく However, the 
fact that the pretence account similarly does not accommodate the function of ironic 
characters does not entail they are not genuinely part of ironic communication, but rather 
reveals a weakness of the pretence theory. As a concrete example of supressed irony, 
Currie (2006, 130) discusses a dialogue from WﾗﾗS┞ AﾉﾉWﾐげゲ Love and Death (1975): 
Sonja:  And before Seretski, Aleksei, and before Aleksei, Alegorian, and before 
AﾉWｪﾗヴｷ;ﾐが Aゲｷﾏﾗ┗が ;ﾐSぐげ 
Boris:  How many lovers do you have? 
Sonja:  Iﾐ デｴW ﾏｷSどデﾗ┘ﾐ ;ヴW;い 
 
C┌ヴヴｷW ゲヮWIｷaｷWゲ デｴ;デ ｷﾐ デｴW aｷIデｷﾗﾐ;ﾉ ┘ﾗヴﾉSが “ﾗﾐﾃ;げゲ ケ┌Wゲデｷﾗﾐ ｷゲ ヮﾗゲWS ｷﾐ W;ヴﾐWゲデが ┘ｴｷIｴ 
ﾏ;ﾆWゲ ｷデ ゲﾗ デｴ;デ ゲｴW ｷゲ さﾗII┌ヮ┞ｷﾐｪ ぷ;ﾐへ ;Hゲ┌ヴSﾉ┞ SWaWIデｷ┗W ヮWヴゲヮWIデｷ┗Wざ ふヲヰヰヶが ヱンヰぶく 
According to Currie, while this example exploits the mechanisms associated with irony for 
IﾗﾏｷI ヮ┌ヴヮﾗゲWゲが ｴW ゲヮWIｷaｷWゲ デｴ;デ デｴW ヴWﾏ;ヴﾆ ｷゲ さa┌ﾐﾐ┞ HWI;┌ゲW ぷｷデ ｷゲへ not ｷヴﾗﾐｷIざ ふヲヰヰヶが ヱンヰが 
original emphasis). However, while I agree that Sonja is communicating earnestly in the 
fiction, my proposal is that she could nonetheless be a ploy in the genuine ironic 
communication of the author (although I do not specifically set out to prove that Sonja is 
ｷﾐSWWS ;ﾐ ｷヴﾗﾐｷI Iｴ;ヴ;IデWヴ ゲｷﾏｷﾉ;ヴ デﾗ デｴW ﾗﾐWゲ ｷﾐ “ﾗヴWﾐゲWﾐげゲ I;ヴデﾗﾗﾐゲぶく  
Similar to suppressed irony, ironic characters must be contrasted to characters 
communicating ironically in the fiction, as Currie explains. Incidentally, communicating 
ironically on C┌ヴヴｷWげゲ ヮヴWデWﾐIW ;IIﾗ┌ﾐデ ｷゲ デｴW ゲ;ﾏW ;ゲ IヴW;デｷﾐｪ ; aｷIデｷﾗﾐ ﾗﾐ ゲﾗﾏW ;IIﾗ┌ﾐデゲ ﾗa 
fiction (Searle 1975). Although Currie (1990) has himself developed an influential 
alternative account of fiction, which he later again problematised (2014), I will not further 
IﾗﾏヮﾉｷI;デW ﾏ;デデWヴゲ ;ﾐS ;ｪヴWWが aﾗヴ ;ヴｪ┌ﾏWﾐデげゲ ゲ;ﾆWが デｴ;デ さヮヴWデWﾐIW IヴW;デWゲ aｷIデｷﾗﾐざ ふC┌ヴヴｷW 
2006, 129). Consequently, when a fictional character cﾗﾏﾏ┌ﾐｷI;デWゲ ｷヴﾗﾐｷI;ﾉﾉ┞が さぷデへｴｷゲ ｪｷ┗Wゲ 
┌ゲ ﾐWゲデWS aｷIデｷﾗﾐざ ふC┌ヴヴｷW ヲヰヰヶが ヱヲΓぶく OﾐW W┝;ﾏヮﾉW ﾗa ゲ┌Iｴ ﾐWゲデWS aｷIデｷﾗﾐ ｷゲ Eﾏﾏ; 
WﾗﾗSｴﾗ┌ゲWげゲ ｷヴﾗﾐｷI ヴWﾏ;ヴﾆ デﾗ GWﾗヴｪW Kﾐｷｪｴデﾉ┞ ｷﾐ J;ﾐW A┌ゲデｷﾐげゲ Emmaぎ さTﾗ HW ゲ┌ヴWねour 
discordancies must always arise from my being in the ┘ヴﾗﾐｪざ ふヲヰヰヶが ヱヲΓぶく C┌ヴヴｷW Iﾉ;ヴｷaｷWゲ 
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how this example works as nested fｷIデｷﾗﾐ H┞ W┝ヮﾉ;ｷﾐｷﾐｪ デｴ;デ さぷｷへt is fictional (in Emma) that 
べEﾏﾏ;げゲ ┌デデWヴ;ﾐIW ﾏ;ﾆWゲ ｷデ aｷIデｷﾗﾐ;ﾉ ふｷﾐ ｴWヴ ｪ;ﾏW ﾗa ヮヴWデWﾐIWぶ デｴ;デ ぷゲｴWが Eﾏﾏ;が ゲWヴｷﾗ┌ゲﾉ┞ 
;ゲゲWヴデゲ デｴ;デ ｴWヴ Sｷゲヮ┌デWゲ ┘ｷデｴ Mヴ Kﾐｷｪｴデﾉ┞ ;ﾉ┘;┞ゲ ;ヴｷゲW aヴﾗﾏ ｴWヴ HWｷﾐｪ ｷﾐ デｴW ┘ヴﾗﾐｪへぺざ 
ふヲヰヰヶが ヱヲΓぶ B┞ Iﾗﾐデヴ;ゲデが ﾗﾐ C┌ヴヴｷWげゲ ヮヴﾗヮﾗゲ;ﾉが ┘W ｪWデ さゲ┌ヮヮヴWゲゲWS ｷヴﾗﾐ┞ when we remove 
デｴW ゲWIﾗﾐSが ゲﾏ;ﾉﾉどゲIﾗヮW aｷIデｷﾗﾐ ﾗヮWヴ;デﾗヴざ ふC┌ヴヴｷW ヲヰヰヶが ヱヲΓぶく Iﾐ デｴｷゲ ｴ┞ヮﾗデｴWデｷI;ﾉ I;ゲW ｷデ 
would be fictional (in Emma) that [Emma, seriously asserts that her disputes with Mr 
Knightly always arise from her being in the wrong]. To clarify, Emma would then not herself 
communicate ironically, but, similar to Sonja in Love and Death and, more to the point, 
ironic characters in satire, seriously assert a perspective which is absurdly defective.  
In contrast to Currie, I argue that such characters who seriously assert absurd perspectives 
in the fictional world can function as ploys in the genuine ironic communication of authors, 
especially in satire. The reason why Currie assesses these examples as suppressed rather 
than genuine irony is because the pretence theory cannot accommodate such ironic 
communication. Currie specifies that さデｴW ヮヴWデWﾐIW デｴ;デ ｷゲ a┌ﾐS;ﾏWﾐデ;ﾉ デﾗ ｷヴﾗﾐ┞ ｷゲ ﾐﾗデ ; 
ヮヴWデWﾐIW ﾗa Sﾗｷﾐｪき ｷデげゲ ; ヮヴWデWﾐIW ﾗa HWｷﾐｪく Iﾐ ヮヴWデWﾐSｷﾐｪ デﾗ ;ゲゲWヴデ ﾗヴ ┘ｴ;デW┗Wヴが ﾗﾐW 
pretends to be a certain kind of personねa person with a restricted or otherwise defective 
┗ｷW┘ ﾗa デｴW ┘ﾗヴﾉS ﾗヴ ゲﾗﾏW ヮ;ヴデ ﾗa ｷデざ ふヲヰヰヶが ヱヱヶぶく Hﾗ┘W┗Wヴが ｷﾐ デｴW I;ヴデﾗﾗﾐゲ I ｴ;┗W 
discussed, Sorensen (or her implied persona) is not pretending to be any of the ironic 
characters any more than she is pretending to be one of the non-ironic characters. 
Specifically, revisiting her satire of climate change denial, if the homeowner asserts in the 
┘ﾗヴﾉS ﾗa デｴW aｷIデｷﾗﾐが さC;ヴHﾗﾐ ﾏﾗﾐﾗ┝ｷSWい Eｴが Iげﾏ ﾐﾗデ ; ゲIｷWﾐデｷゲデぁざが ｷデ ｷゲ ﾐﾗデ “ﾗヴWﾐゲWﾐ ┘ｴﾗ 
pretends to assert this proposition in order to ridicule him (and neither does the fictional 
character engage in act of pretence, for his assertion is sincere in the fictional world). If 
Sorensen engages in any pretence at all, it is pretence which invites the make-belief that 
there is a fictional world in which the homeowner seriously asserts this proposition. 
Crucially, such pretence does not constitute ironic communication, for it is the same 
authorial pretence which makes it fictional in her other cartoon that the immigrant 
Iｴ;ヴ;IデWヴ ゲWヴｷﾗ┌ゲﾉ┞ ;ゲゲWヴデゲ さI HWﾉｷW┗W ｷﾐ aヴWW ゲヮWWIｴ ;ﾐS I ;ﾏ ｴﾗヴヴｷaｷWS H┞ デｴW ﾆｷﾉﾉｷﾐｪゲくざ P┌デ 
differently, the successful function of ironic characters in the ironic communication of 
satirists can only be conceptualised by the echoic theory and not the pretence theory of 
irony.   
IヴﾗﾐｷI;ﾉﾉ┞が デｴW a┌ﾐIデｷﾗﾐ ﾗa ｷヴﾗﾐｷI Iｴ;ヴ;IデWヴゲ ｷﾐ ゲ;デｷヴW ｷゲ ;ﾆｷﾐ デﾗ さぷデへｴW ぷﾗﾐWへ デ┞ヮW ﾗa ｷヴﾗﾐ┞ デｴ;デ 
SﾗWゲ ｷﾐ┗ﾗﾉ┗W ヮヴWデWﾐIWざが ;IIﾗヴSｷﾐｪ デﾗ WIｴﾗｷI デｴWﾗヴｷゲデ DWｷヴSヴW Wｷﾉゲﾗﾐ ふヲヰヰヶが ヱΑヴヱぶく Wｷﾉゲﾗﾐ 
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refers to so-I;ﾉﾉWS さけｷﾏヮWヴゲﾗﾐ;デｷﾗﾐ ｷヴﾗﾐ┞げげ デｴヴﾗ┌ｪｴ ┘ｴｷIｴ さデｴW ゲヮW;ﾆWヴ ふﾗヴ ┘ヴｷデWヴぶ ;Sﾗヮデゲ ; 
persona in order to criticise or make fun of those who speak oヴ デｴｷﾐﾆ ｷﾐ ゲｷﾏｷﾉ;ヴ ┘;┞ゲざが Wくｪく 
“┘ｷaデげゲ A Modest Proposal (2006, 1741). However, whereas the pretence theory can explain 
the function of ironic narrators/authors in satire, it cannot accommodate ironic characters. 
Although it makes sense to say that, in A Modest Proposal, Swift pretends to be Dr. Swift in 
order to satirise those who defend similarly absurd viewpoints, it does not make sense to 
ゲ;┞ デｴ;デ “ﾗヴWﾐゲWﾐ ヮヴWデWﾐSゲ デﾗ HW デｴW ｷヴﾗﾐｷI Iｴ;ヴ;IデWヴゲ ｷﾐ ｴWヴ I;ヴデﾗﾗﾐゲく MﾗヴWﾗ┗Wヴが Wｷﾉゲﾗﾐげゲ 
concession to the pretence theory is unnecessary, for like ironic characters, ironic 
narrators/authors can also be conceptualised as echoing defective viewpoints attributed to 
some party that really holds similar perspectives. Further, the echoic theory of irony avoids 
the undesirable upshot of the pretence theory that the success of communicative irony 
depends on its covertness (Currie 2011, 167). Indeed, if communicative irony were to 
depend on pretence, weekly satirical cartoons would be rather heavy-handed, for no 
;┌SｷWﾐIW a;ﾏｷﾉｷ;ヴ ┘ｷデｴ “ﾗヴWﾐゲWﾐげゲ ┘ﾗヴﾆ Iﾗ┌ﾉS ｪWﾐ┌ｷﾐWﾉ┞ WﾐデWヴデ;ｷﾐ ｴWヴ ヮヴWデWﾐIW デﾗ WﾐSﾗヴゲW 
conservative viewpoints. For these reasons, although I do not dismiss that in some cases it 
may be fruitful to think of irony in relation to pretence, the echoic theory of irony is overall 
preferable to the rival pretence theory. 
Summing up, the point of communicative irony is to express a dissociative attitude toward a 
viewpoint attributed to someone other than the speaker at the time of utterance. Linda 
H┌デIｴWﾗﾐ ｴ;ゲ ゲヮWIｷaｷWS デｴ;デ ゲ┌Iｴ ｷヴﾗﾐｷI Sｷゲ;ゲゲﾗIｷ;デｷﾗﾐ さI;ﾐ ヴ;ﾐｪW aヴﾗﾏ ﾏｷﾐｷﾏ;ﾉ デﾗ ﾏ;┝ｷﾏ;ﾉ 
in terms of emotional involvement, from cool detachment to engaged hostilityざ ふヱΓΓヴが ンΒぶく 
For this reason, ironic strategies in satire can supplement the ridicule of targeted 
viewpoints as morally, intellectually or otherwise defective with a wide range of emotions, 
including anger, despair, frustration, etc. Such humorous irony in satire contributes to the 
ｪWﾐヴWげゲ ヮ┌ヴヮﾗゲW デﾗ Iヴｷデｷケ┌Wが H┌デ ;ﾉゲﾗ ｷﾐIﾗヴヮﾗヴ;デWゲ ; SｷﾏWﾐゲｷﾗﾐ ﾗa デｴWヴ;ヮ┞く Iﾐ デｴｷゲ ヴWゲヮWIデが 
ironic communication is directed at those in the know, whereas the targets of irony often 
Sﾗ ﾐﾗデ ｪWデ けｷデげ ふH┌デIｴWﾗﾐ ヱΓΓヴが ヱΑぶく “ﾗ ┘ｴｷﾉW ironic strategies in satire help to substantiate a 
stable message of critique (Booth 1974, x), that message is likely to be understood 
primarily, if not exclusively, by a likeminded in-crowd, rather than the actual satirical 
targets. This esoteric dimension of irony helps to frame why the true political impact of 
most satire is not convincing political opponents but rather uniting the already converted in 
an imagined or real community (see Gray 2005, 157-159). In combination with ridicule, such 
ironic strategies in satire have a plausible therapeutic dimension in dealing with the political 
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difficulty to realise emancipation, especially through cultivating a symbolic victory of shared 
superiority. Nevertheless, it is difficult to really test the accuracy of this hypothesis without 
the kind of empirical research which is beyond the scope of this investigation. Instead, I will 
further elaborate the function of ironic characters to reveal how humorous irony in satire is 
often intentionally designed as a narrative strategy to cope with the limits of critique.   
6. HUMOROUS IRONY AND THE LIMITS OF CRITIQUE 
Satire often expresses a humorously ironic attitude which oscillates between hope and 
pessimism about the emancipatory effects of critique. As a conclusion to my investigation, I 
will focus specifically on how satirists often introduce a humorous and ironic distance 
between the hopefully idealistic perspective of characters in the story world and their own 
external perspective, which is more realistic, if not pessimistic, about the political impact of 
critique. These hopefully idealistic characters in satire are ironic characters in the sense that 
they have unreasonable expectations about their ability to change the world, from which 
satirists humorously and ironically distance themselves. Yet, as opposed to the ironic 
characters discussed above, they do not serve as ploys in the satirical ridicule of morally or 
intellectually inferior characters. Instead, these hopefully idealistic characters are typically 
stand-ins for the satirists themselves. Accordingly, by ironically and humorously distancing 
themselves from their hopefully idealistic counterparts in the story world, satirists aim to 
come to terms with their limits to emancipate the world. Likewise, in interviews and 
speeches, many satirists cultivate a similar humorous irony in response to the experienced 
absurdity of their profession, through which they aim to change the world, knowing full 
well this ideal remains forever out of reach. Satirists often frame such an attitude of 
humorous irony as a strategy to remain sane in a sick world that they cannot fully cure. In 
this manner, satirists introduce humorous irony as a therapeutic coping device to negotiate 
between the demands of critique and its limits.  
A particularly striking example of how satirists capitalise on humorous irony to cope with 
the limits of critique is A;ヴﾗﾐ MIGヴ┌SWヴげゲ Iｴ;ヴ;IデWヴｷゲ;デｷﾗﾐ ﾗa H┌W┞ FヴWWﾏ;ﾐ ｷﾐ The 
Boondocks. Originally a syndicated comic strip (1999-2006), The Boondocks was later 
developed into an animated television series on Adult Swim (2005-8; 2014). Set in the same 
story-world, both the comic strip and the animated series revolve around the lives of an 
African-American grandfather, Robert Freeman, and his two young grandchildren, Huey and 
Riley, who left the inner city of Chicago to settle in the nearly all-white fictive suburb 
Woodcrest. From an Afrocentric perspective (Tyree and Krishnasamy 2011), McGruder 
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develops a satire of contemporary society, frequently dealing with issues of race, but more 
often than not taking a wider critical focus (Swanigan 2012, 38). Spokesperson of 
Afrocentric critique in the story world of The Boondocks is Huey Freeman, named after 
Black Panther Party co-founder Huey P. Newton. Huey is stauncｴﾉ┞ IﾗﾏﾏｷデデWS デﾗ ; さヴ;SｷI;ﾉ-
ﾉWaデ Hﾉ;Iﾆ ﾏｷﾉｷデ;ﾐI┞ざ ふ“┘;ﾐｷｪ;ﾐ ヲヰヱヲが ンヴぶく “ｷﾏｷﾉ;ヴﾉ┞が ;ﾉデｴﾗ┌ｪｴ McGruder is not particularly 
ヮﾉW;ゲWS ┘ｷデｴ デｴｷゲ ｷﾏ;ｪWが ヮ┌HﾉｷI ヮWヴIWヮデｷﾗﾐ ｴ;ゲ ｷﾏヮﾗゲWS ; さヮWヴゲﾗﾐ; ﾗa デｴｷゲ ;ﾐｪヴ┞ 
ヴW┗ﾗﾉ┌デｷﾗﾐ;ヴ┞ざ on him (Rabin 2005), quite similar to thaデ ﾗa H┌W┞ ;ゲ ; さHﾉ;Iﾆ ゲﾗIｷ;ﾉｷゲデざ 
(Swanigan 2012, 29). Nevertheless, even though there are significant similarities between 
H┌W┞げゲ Iヴｷデｷケ┌W ｷﾐ デｴW ゲデﾗヴ┞ ┘ﾗヴﾉS ;ﾐS デｴW IヴｷデｷI;ﾉ ヮ┌ヴヮﾗゲW ﾗa MIGヴ┌SWヴげゲ ゲ;デｷヴWが デｴWヴW ｷゲ ; 
distinct difference in their ethos. Specifically, through humorous and ironic strategies, 
MIGヴ┌SWヴ Iﾗﾐデｷﾐ┌ﾗ┌ゲﾉ┞ Sｷゲデ;ﾐIWゲ ｴｷﾏゲWﾉa aヴﾗﾏ H┌W┞げゲ ┌ﾐ;H;デWS IヴｷデｷI;ﾉ ┣W;ﾉく  
In The Boondocks, Huey is relentless in his critique of contemporary society. Although often 
デ;ヴｪWデｷﾐｪ E┌ヴﾗIWﾐデヴｷゲﾏが H┌W┞げゲ IﾗﾐIWrn about social issues is encompassing, much to the 
dismay of those in his immediate environment, who would rather ignore the difficult truths 
he constantly unearths (fig. 25).  
 
Figure 25 
In contrast to the rebellion of his younger brother Riley, an aspiring neighbourhood threat 
┘W;ﾐWS ﾗﾐ ｪ;ﾐｪゲデ; ヴ;ヮが H┌W┞げゲ ﾏｷﾉｷデ;ﾐI┞ ｷゲ デ;ﾆWﾐ さa;ｷヴﾉ┞ ゲWヴｷﾗ┌ゲﾉ┞ざ ｷﾐ The Boondocks 
ふ“┘;ﾐｷｪ;ﾐ ヲヰヱヲが ンヶぶく P;ﾏWﾉ; “┘;ﾐｷｪ;ﾐ W┗Wﾐ ;ヴｪ┌Wゲ デｴ;デ MIGヴ┌SWヴげゲ ゲ;デｷヴW さaﾗヴﾏぷゲへ ; ﾆｷﾐS 
of negative-shape composite that offers a different way of approaching life and its 
SｷaaｷI┌ﾉデｷWゲが ;ﾐS デｴ;デ IﾗﾏヮﾗゲｷデW ﾗaデWﾐ ;ゲゲ┌ﾏWゲ デｴW aﾗヴﾏ ﾗa H┌W┞ FヴWWﾏ;ﾐ ふぐぶ ぷ;ﾐSへ ｴｷゲ ﾗ┘ﾐ 
Wゲヮﾗ┌ゲWS IヴWWS ﾗa M;ヴ┝ｷゲデ ゲﾗIｷ;ﾉｷゲﾏざ ふヲヰヱヲが ヴヵぶく TｴWヴW ;ヴW ｷﾐSWWS ゲｷﾏｷﾉ;ヴｷデｷWゲ HWデ┘WWﾐ 
H┌W┞げゲ HWｴ;┗ｷﾗ┌ヴ ;ﾐS MIGヴ┌SWヴげゲ Iｴ;ヴ;IデWヴｷゲ;デｷﾗﾐ ﾗa his job as a satirist. Much like Huey is 
a gadfly who seeks to sting his environment out of complacency, McGruder has argued that 
さぷｪへﾗﾗS ゲ;デｷヴW ふぐぶ デW;IｴWゲ ┞ﾗ┌ ｴﾗ┘ デﾗ デｴｷﾐﾆ IヴｷデｷI;ﾉﾉ┞ざ ;ﾐS ゲWヴ┗Wゲ デﾗ ｷﾏヮ;ヴデ さ; ﾏWゲゲ;ｪW 
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;Hﾗ┌デ デｴW ﾉｷWゲ ; ゲﾗIｷWデ┞ デWﾉﾉゲ ｷデゲWﾉaざ (Cavna 2008). Nevertheless, despite these important 
similarities, McGruder ｴ;ゲ ゲデヴWゲゲWS デｴ;デ さぷｷへデ ┘ﾗ┌ﾉS HW ｷﾐ;II┌ヴ;デW デﾗ ゲ;┞ デｴ;デ H┌W┞げゲ 
opinions are my ownざ (Carbin 2001). Specifically, even though McGruder ゲｴ;ヴWゲ H┌W┞げゲ 
revolutionary ideals in principlWが ｴW W┝ヮﾉ;ｷﾐゲ デｴ;デ さヴW┗ﾗﾉ┌デｷﾗﾐ ｷゲ ┗Wヴ┞ SｷaaｷI┌ﾉデが ;ﾐS Iげm not 
optimistic for any kind of dramatic changeざ (Rabin 2005). AIIﾗヴSｷﾐｪﾉ┞が ヮﾗヴデヴ;┞ｷﾐｪ H┌W┞げゲ 
idealism as without bounds, McGruder humorously and ironically highlights its problems. 
Concretely, McGruder often presents Huey as an ironic character whose idealism is 
;Hゲ┌ヴSﾉ┞ ﾗヮデｷﾏｷゲデｷI ;ﾐS ﾏ;ﾆWゲ ﾃﾗﾆWゲ ;デ H┌W┞げゲ W┝ヮWﾐゲW ;ゲ ｴW ゲデヴ┌ｪｪﾉWゲ デﾗ IﾗﾏW デﾗ デWヴﾏゲ 
with his failure to emancipate the world (fig. 26). 
 
Figure 26 
In The Boondocks, MIGヴ┌SWヴ ﾗaデWﾐ I┌ﾉデｷ┗;デWゲ ; ｴ┌ﾏﾗヴﾗ┌ゲ ｷヴﾗﾐ┞ ;デ H┌W┞げゲ W┝ヮWﾐゲW ;ゲ ; 
therapeutic means to cope with the limits of critique. Not only in the comic strip, but also in 
デｴW ;ﾐｷﾏ;デWS ゲWヴｷWゲが H┌W┞げゲ ヴW┗ﾗﾉ┌デｷﾗﾐ;ヴ┞ ;デデWﾏヮデゲ ;ヴW デ┞ヮｷI;ﾉﾉ┞ ﾉWゲゲ ゲ┌IIWゲゲa┌ﾉ デｴ;ﾐ ｴW 
would ｴﾗヮWく T;ﾆW デｴW aｷヴゲデ WヮｷゲﾗSW ﾗa デｴW ゲWIﾗﾐS ゲW;ゲﾗﾐが さぐOヴ DｷW Tヴ┞ｷﾐｪざ ふヲヰヰΑぶが ｷﾐ ┘ｴｷIｴ 
the Freeman family sneaks into the local cinema to see the trashy terror- and 
Hﾉ;Iﾆゲヮﾉﾗｷデ;デｷﾗﾐ aｷﾉﾏ さ“ﾗ┌ﾉ Pﾉ;ﾐW ヲざく Aﾉデｴﾗ┌ｪｴ H┌W┞ ﾗaaWヴゲ デﾗ ヮ;┞ aﾗヴ デｴW デｷIﾆWデゲが ｴｷゲ 
grandfather is adamant to see the film for free. Ever astute and with a satirical sense of 
ｷヴﾗﾐ┞が H┌W┞ W┝ヮヴWゲゲWゲ ｴｷゲ aヴ┌ゲデヴ;デｷﾗﾐ デﾗ デｴW ┗ｷW┘Wヴ デｴ;デ さ‘ﾗHWヴデ JWHWSｷ;ｴ FヴWWﾏ;ﾐ ｴ;S 
sworn a lifetime intifada against the movie theatre industry for exhorting prices and poor 
I┌ゲデﾗﾏWヴ ゲWヴ┗ｷIWゲが ┘ｴｷIｴが ｷﾐデWヴWゲデｷﾐｪﾉ┞ Wﾐﾗ┌ｪｴが SｷS ﾐﾗデ ゲデﾗヮ ｴｷﾏ aヴﾗﾏ ｪﾗｷﾐｪ デﾗ ゲWW ﾏﾗ┗ｷWゲくざ 
H┌W┞げゲ ;S;ヮデ;デｷﾗﾐ ﾗa ヴW┗ﾗﾉ┌デｷﾗﾐ;ヴ┞ ﾉ;ﾐｪ┌;ｪWが ┌ゲ┌;ﾉﾉ┞ ヴWゲデヴｷIデWS デﾗ ┌ヮヴｷゲｷﾐｪ ;ｪ;ｷﾐゲデ 
ﾗヮヮヴWゲゲｷﾗﾐ ｷﾐ デｴW Aヴ;H ┘ﾗヴﾉSが Iﾗﾐデヴ;ゲデゲ ゲｴ;ヴヮﾉ┞ ┘ｷデｴ Gヴ;ﾐSS;Sげゲ ゲWﾉa-serving way to get 
back at the overcharging and understaffed neighbourhood cinema. Further, the miserly 
HWｴ;┗ｷﾗ┌ヴ ﾗa ‘ﾗHWヴデ ｷゲ ｷﾐ SｷヴWIデ ﾗヮヮﾗゲｷデｷﾗﾐ デﾗ H┌W┞げゲ ﾗ┘ﾐ ヴW┗ﾗﾉ┌デｷﾗﾐ;ヴ┞ ;Iデｷﾗﾐ デﾗ ﾗヮヮﾗゲW 
the capitalist oppression of the cinema. Specifically, upon arrival at the cinema, Huey 
converses with a bellboy who complains about his working conditions. In response, Huey 
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suggests that he and his colleagues should consider forming a union, an alien idea to the 
unwitting bellboy. Yet, as Huey is trying to forward his revolutionary agenda, he is once 
more the target of ironic ridicule. While explaining some basic tenets of socialism to the 
bellboy, his grandfather capitalises on the occasion to sneak into the cinema for free, 
leaving Huey awkwardly positioned as the butt of a visual joke (fig. 27).    
 
Figure 27 
Aゲ デｴW WヮｷゲﾗSW ヮヴﾗｪヴWゲゲWゲが H┌W┞げゲ ヴW┗ﾗﾉ┌デｷﾗﾐ;ヴ┞ デ;IデｷIゲ ﾐﾗﾐWデｴWﾉWゲゲ ゲWWﾏ デﾗ ｪWヴﾏｷﾐ;デWく 
Nﾗデ ﾉﾗﾐｪ ;aデWヴ デ;ﾉﾆｷﾐｪ デﾗ H┌W┞が デｴW HWﾉﾉHﾗ┞ W┝ヮﾉ;ｷﾐゲ デﾗ ｴｷゲ IﾗﾉﾉW;ｪ┌Wゲ デｴ;デ さ┘ｴ;デ M;ヴ┝ ┘;ゲ 
saying is that the oppression of the proletariat is an essential facet inherent in the 
W┝ヮﾉﾗｷデ;デｷﾗﾐ ﾗa デｴW ゲ┞ゲデWﾏくざ “デｷﾉﾉが デｴWヴW ;ヴW ;ﾉヴW;S┞ ゲﾗﾏW ﾗ┗WヴデﾗﾐWゲ ﾗa ｷヴﾗﾐｷI ヴｷSｷI┌ﾉW ｴWヴWが 
as the bellboy has adopted the stereotypical jargon and arcane vocabulary associated with 
Marxism in a surprisingly short time. Tｴｷゲ ｴ┌ﾏﾗヴﾗ┌ゲ ;ﾐS ｷヴﾗﾐｷI Sｷゲデ;ﾐIW aヴﾗﾏ H┌W┞げゲ 
revolutionary ideals as adopted by the bellboy culminates at the end of the episode. When 
Huey and his family get ready to go home, they are surprised to learn from a guard that 
さぷデへｴW IｷﾐWﾏ;げゲ IﾉﾗゲWS ｷﾐSWaｷﾐｷデWﾉ┞く Lﾗﾗﾆゲ ﾉｷﾆW W┗Wヴ┞ﾗﾐW ┘;ﾉﾆWS ﾗ┌デく “ﾗﾏWデｴｷﾐｪ ;Hﾗ┌デ ; 
┌ﾐｷﾗﾐくざ B┌ﾏヮｷﾐｪ ｷﾐデﾗ デｴW HWﾉﾉHﾗ┞ ;ゲ デｴW┞ ┘;ﾉﾆ H;Iﾆ デﾗ デｴW I;ヴが H┌W┞ Iﾗﾐｪヴ;デ┌ﾉ;デWゲ ｴｷﾏ aﾗヴ 
┌ﾐｷﾗﾐｷゲｷﾐｪ ;ﾐS ゲデ;ｪｷﾐｪ ; ┘;ﾉﾆﾗ┌デ ゲﾗ ケ┌ｷIﾆﾉ┞く YWデが ｴW ｷゲ デ;ﾆWﾐ ;H;Iﾆ H┞ デｴW HWﾉﾉHﾗ┞げゲ HｷデデWヴ 
ヴWゲヮﾗﾐゲW デｴ;デ さぷﾗへｴが ┞W;ｴが ┘W ┌ﾐｷﾗﾐｷゲWSく TｴWﾐ ゲﾗﾏWﾗﾐW I;ﾉﾉWS Iﾗヴヮﾗヴ;デW ｴW;Sケ┌;ヴデWヴゲ ;ﾐS 
デｴW┞ ゲｴ┌デ Sﾗ┘ﾐ デｴW ┘ｴﾗﾉW ヮﾉ;IWく FｷヴWS W┗Wヴ┞HﾗS┞くざ A H;aaﾉWS H┌W┞ ﾐWWSゲ ; ゲWIﾗﾐS デﾗ ヴWｪ;ｷﾐ 
his composure, but then quickly, albeit somewhat questioningly, reaffirms his militancy by 
ゲデヴｷﾆｷﾐｪ ; Bﾉ;Iﾆ P;ﾐデｴWヴ ゲ;ﾉ┌デW ;ﾐS ゲデ;デｷﾐｪが さPﾗ┘Wヴ デﾗ デｴW ヮWﾗヮﾉWぁざ Tﾗ ﾐﾗ ;┗;ｷﾉく TｴW 
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Sｷゲｷﾉﾉ┌ゲｷﾗﾐWS HWﾉﾉHﾗ┞ ┘;ﾉﾆゲ ﾗ┌デ ﾗﾐ H┌W┞が デWﾉﾉｷﾐｪ ｴｷﾏ デﾗ さゲｴ┌デ ┌ヮざ ;ﾐS ﾉW;┗ｷﾐｪ ｴｷﾏ ┗ｷゲ┌;ﾉﾉ┞ 
isolated as the butt of an ironic joke at the expense of his revolutionist politics (fig. 28).  
 
Figure 28 
Iﾏヮﾗヴデ;ﾐデﾉ┞が デｴW ｷヴﾗﾐｷI ﾏﾗIﾆWヴ┞ ﾗa H┌W┞げゲ IヴｷデｷI;ﾉ ヴ;SｷI;ﾉｷゲﾏ ｷﾐ The Boondocks should not be 
SｷゲﾏｷゲゲWS ;ゲ ; I┞ﾐｷI;ﾉ WﾐSﾗヴゲWﾏWﾐデ ﾗa Iヴｷデｷケ┌Wげゲ a┌デｷﾉｷデ┞ ;ﾐS the cultivation of moral 
indifference. The message of McGruSWヴげゲ ゲ;デｷヴW ｷゲ ﾏﾗヴW ﾐ┌;ﾐIWSが ;ゲ ｴW ;Iﾆﾐﾗ┘ﾉWSｪWゲ デｴ;デ 
デｴW ┘ﾗヴﾉS さゲWWﾏゲ デﾗ HW ｪﾗｷﾐｪ ｷﾐ ; ヴW;ﾉﾉ┞ H;Sが H;S ヮﾉ;IW ヴW;ﾉﾉ┞ ケ┌ｷIﾆﾉ┞が ;ﾐS I Sﾗﾐげt have the 
answers and I donげデ ｴ;┗W デｴW ゲﾗﾉ┌デｷﾗﾐゲ ;ﾐS I Sﾗﾐげデ ﾆﾐﾗ┘ ┘ｴ;デげゲ ｪﾗﾐﾐ; ｴ;ヮヮWﾐ デﾗ Iｴ;ﾐｪW ｷデく 
But the continued aヮ;デｴ┞ ┘ｷﾉﾉ ﾗﾐﾉ┞ ﾉW;S デﾗ ; ┘ﾗヴゲW ゲｷデ┌;デｷﾗﾐ aﾗヴ W┗Wヴ┞HﾗS┞ざ (Rabin 2005). In 
other words, McGruder acknowledges the demands of critique but at the same time 
highlights his own emancipatory limits. In this regard, Joshua L. Lazard has claimed that, 
due to McGr┌SWヴげゲ ｴ┌ﾏﾗヴﾗ┌ゲ ;ﾐS ｷヴﾗﾐｷI デヴW;デﾏWﾐデが さH┌W┞ IﾗﾏWゲ ﾗaa ┘ｷデｴ ; デ┞ヮW ﾗa hopeful 
nihilism デｴ;デ I デｴｷﾐﾆ ｷゲ ヴ;デｴWヴ ヮヴW┗;ﾉWﾐデ ｷﾐ デｴW Hﾉ;Iﾆ Iﾗﾏﾏ┌ﾐｷデ┞ざ ふﾗヴｷｪｷﾐ;ﾉ Wﾏヮｴ;ゲｷゲぶく Tｴｷゲ 
paradoxical attitude of hope and despair is one of a community whose plight is so enduring 
that total emancipation is both desperately necessary and painfully out of reach. In order to 
cope with this emotionally disturbing conflict between ideal and reality, Tia C.M. Tyree and 
ASヴｷ;ﾐ Kヴｷゲｴﾐ;ゲ;ﾏ┞ ｴ;┗W ｴｷｪｴﾉｷｪｴデWS デｴ;デ さぷﾉへ;┌ｪｴデWヴ ;ﾉﾉﾗ┘ゲ AaヴｷIan Americans to put their 
SWゲｷヴWゲが ゲｷデ┌;デｷﾗﾐゲが ;ﾐS ｷSW;ﾉゲ ｷﾐデﾗ ヮWヴゲヮWIデｷ┗Wざ ふヲヰヱヱが ヲヴぶく TｴW┞ a┌ヴデｴWヴ W┝ヮﾉ;ｷﾐ デｴ;デ The 
Boondocks similarly pursues ͞; ﾏｷ┝ ﾗa ゲﾗIｷ;ﾉ IﾗﾏﾏWﾐデ;ヴ┞ ;ﾐS ｴ┌ﾏﾗヴﾗ┌ゲ ヴWﾉｷWaざ ふT┞ヴWW ;ﾐS 
Krishnasamy 2011, 26). Crucially, while McGruder consistently distances himself from 
H┌W┞げゲ ┌ﾐ;H;デWS IヴｷデｷI;ﾉ ┣W;ﾉが ｴｷゲ ｴ┌ﾏﾗヴﾗ┌ゲ ｷヴﾗﾐ┞ SﾗWゲ ﾐﾗデ W┝ヮヴWゲゲ I┞ﾐｷI;ﾉ ｷﾐSｷaaWヴWﾐIWが H┌デ 
rather introduces psychological relief that comes to terms with the limits of critique.   
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MIGヴ┌SWヴげゲ ｴ┌ﾏﾗヴﾗ┌ゲ ｷヴﾗﾐ┞ ｷﾐデヴﾗS┌IWゲ ; ﾐWIWゲゲ;ヴ┞ ヮゲ┞IｴﾗﾉﾗｪｷI;ﾉ Sｷゲデ;ﾐIW ┘ｴｷIｴ H┌W┞げゲ 
relentless critique lacks. By contrast, Huey cannot accept that his ideals will never become 
reality, and, as his unabated critical zeal consumes him, he is continuously moody, if not 
depressed (fig. 29). In this respect, Shaftesbury already discussed the psychological function 
of humour to put overly enthusiastic zeal and fanaticism in perspective, which is otherwise 
sure to breed melancholy (Amir 2014, 25/33/51). As opposed to Huey, and often at his 
expense, McGruder introduces humorous irony as a therapeutic strategy which puts the 
seriousness of critique in perspective. Concretely, McGruder not only regularly distances 
ｴｷﾏゲWﾉa aヴﾗﾏ デｴW ゲWヴｷﾗ┌ゲﾐWゲゲ ﾗa Iヴｷデｷケ┌W H┞ ｷヴﾗﾐｷI;ﾉﾉ┞ aヴ┌ゲデヴ;デｷﾐｪ H┌W┞げゲ ヴW┗ﾗﾉ┌デｷﾗnary 
aspirations, but also by ridiculing the self-aggrandisement of his suburban plight, especially 
when Granddad forces him to mow the lawn (fig. 30ぶく AﾉHWｷデ H┌W┞げゲ ヴW┗ﾗﾉ┌デｷﾗﾐ;ヴ┞ 
aspirations most often targets important issues, this occasional ironic ridicule of his self-
serving agenda puts the sustainability of his altruistic critical zeal in perspective. Moreover, 
ｴｷｪｴﾉｷｪｴデｷﾐｪ Gヴ;ﾐSS;Sげゲ IﾗﾏヮﾉWデW ｷｪﾐﾗヴ;ﾐIW ﾗa G;ヴヴ┞ Tヴ┌SW;┌げゲ ゲ;デｷヴｷI;ﾉ IﾗﾏｷI Doonesbury, 
McGruder suggests to take the critical force of his own satire with a pinch of salt. In this 
regard, attenuating the praise of his satire as hard-ｴｷデデｷﾐｪ Iヴｷデｷケ┌Wが MIGヴ┌SWヴ W┝ヮﾉ;ｷﾐゲ さI 
ﾆWWヮ デWﾉﾉｷﾐｪ ヮWﾗヮﾉWが けPﾗ┘Wヴa┌ﾉ Iﾗヴヮﾗヴ;デｷﾗﾐゲ ;ﾉﾉﾗ┘ ┞ﾗ┌ デﾗ ゲWW デｴ;デ ゲデヴｷヮ W┗Wヴ┞ S;┞ ゲﾗ ｷデげゲ ﾐﾗデ 
デｴW ヴW┗ﾗﾉ┌デｷﾗﾐげざ (Younge 2005). In other words, unlike Huey, McGruder is aware that his 
satire has limited political impact and he regularly introduces comic and ironic strategies to 
;SSヴWゲゲ ｴｷゲ IヴｷデｷI;ﾉ ﾉｷﾏｷデゲく “┌Iｴ ｴ┌ﾏﾗヴﾗ┌ゲ ｷヴﾗﾐ┞ ｷﾐ MIGヴ┌SWヴげゲ ゲ;デｷヴW ｷﾐデヴﾗS┌IWゲ ; 






Figure 30  
The humorous irony cultivated by McGruder in The Boondocks can be framed as a 
デｴWヴ;ヮW┌デｷI Iﾗヮｷﾐｪ ﾏWIｴ;ﾐｷゲﾏ デﾗ ;┗ﾗｷS H┌W┞げゲ ヮゲ┞IｴﾗﾉﾗｪｷI;ﾉ ヮヴﾗHﾉWﾏゲ ;ゲ ｴW HWIﾗﾏWゲ 
consumed by unabated critique. In this respect, McGruder himself has argued that 
watching satire like The Colbert Report さﾆWWヮゲ ┞ﾗ┌ ゲ;ﾐWざ (Cavna 2008). In interviews, other 
satirists also regularly highlight this therapeutic dimension of satire, albeit they stress that 
the psychological distance introduced by humorous irony does not ignore the demands of 
Iヴｷデｷケ┌Wく AIIﾗヴSｷﾐｪﾉ┞が M;デデ Bﾗヴゲ W┝ヮﾉ;ｷﾐゲ さI Sﾗﾐげデ like the fact that the world is run by a 
revolving cast of douche bags, but I do like cartooning about it! I like addressing reality, the 
┘;┞ デｴｷﾐｪゲ ;ヴWが ┘ｷデｴﾗ┌デ ゲ┌ｪ;ヴ Iﾗ;デｷﾐｪ デｴWﾏく “;デｷヴW ｷゲ ; ┘;┞ デﾗ ゲデ;┞ ゲ;ﾐW ;ﾏｷS ;ﾉﾉ デｴｷゲざ 
(Arrant 2012, original emphasis). Similarly, Jen Sorensen stresses the therapeutic dimension 
ﾗa ｴ┌ﾏﾗヴﾗ┌ゲ ｷヴﾗﾐ┞ ｷﾐ ゲ;デｷヴW ;ゲ ゲｴW W┝ヮﾉ;ｷﾐゲ デｴ;デ さぷﾏへ;ﾐ┞ cartoons [of mine] are not overtly 
political. One can only write so many strips about torture before one needs to lighten up 
┘ｷデｴ ; ヴｷaa ﾗﾐ G┌IIｷ aﾉｷヮaﾉﾗヮゲざ ふ2008, 7). Likewise, Dan Perkins, aka Tom Tomorrow, explains 
ｴﾗ┘ さゲﾗﾏWデｷﾏWゲ ; ヴW;SWヴ ┘ｷﾉﾉ ┘ヴｷデW デﾗ ゲ;┞ デｴ;デ ; I;ヴデﾗﾗﾐ ﾗﾐ ; ｪｷ┗Wﾐ デﾗヮｷI ｷゲ けSWヮヴWゲゲｷﾐｪﾉ┞ 
;II┌ヴ;デWがげ ﾗヴ デｴ;デ デｴW┞ ┘ﾗ┌ﾉS ﾉ;┌ｪｴ ｷa デｴW┞ ┘WヴWﾐげデ デﾗﾗ H┌ゲ┞ Iヴ┞ｷﾐｪざ ふ2013ぶく YWデが ｴW ;SSゲが さI 
ｴﾗヮW デｴW┞ ﾉ;┌ｪｴ ;ﾐ┞┘;┞く C;┌ゲW デｴ;デげゲ デｴW ┘ｴﾗﾉW ヮﾗｷﾐデ ﾗa デｴｷゲ ﾃﾗHく Iデげゲ ; デ┘ﾗ ヮヴﾗﾐｪWS 
assault. There are lot of things in this world you need to be outraged about, but outrage 
┌ﾐIｴWIﾆWS H┞ ﾉ;┌ｪｴデWヴ ┘ｷﾉﾉ W;デ ┞ﾗ┌ ┌ヮ ｷﾐゲｷSWく Yﾗ┌ ﾐWWS デﾗ ﾉ;┌ｪｴく Tｴ;デげゲ ┘ｴWヴW ┘W IﾗﾏW ｷﾐざ 
(2013).  
Crucially, this therapeutic benefit of humorous irony in satire is designed to benefit satirists 
themselves at least as much as their audiences. In particular, Perkins has explained that 
さぷ┞へﾗ┌ ｴ;┗W デﾗ ┘;ﾐデ デﾗ ゲ;┗W デｴW ┘ﾗヴﾉS ｷﾐ ﾗヴSWヴ デﾗ ｪWデ ┌ヮ W┗Wヴ┞ S;┞ ;ﾐS Sﾗ デｴｷゲ ┘ﾗヴﾆが H┌デ ｷﾐ 
order to maintain your sanity, you simultaneously have to understanS デｴ;デ ┞ﾗ┌げヴW ﾃ┌ゲデ ﾐﾗデ 
ｪﾗｷﾐｪ デﾗざ ふRall 2002, 28). In this respect, the humorous irony cultivated by satirists can be 
framed as a coping strategy to continue their critique without succumbing to despair about 
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their limits. The therapeutic benefits of humorous irony which uses humour and irony to 
come to terms with the limits of critique is all the more clear when contemplating its 
absence, as McGruder does in his representation of Huey in The Boondocks. Similarly, 
political cartoonist Andy Singer cultivates a humorous irony in order to come to terms with 
ｴｷゲ ﾉｷﾏｷデゲ ;ゲ ; ゲ;デｷヴｷゲデく Aゲ W┝WﾏヮﾉｷaｷWS H┞ “ｷﾐｪWヴげゲ ゲ;ヴSﾗﾐｷI ゲWﾉa-representation, the satirist 
who exaggerates their critical impact is downright insane (fig. 31). Moreover, if not insane, 
satirists who cannot cope with the gap between the demands of critique and their 
emancipatory limits are unlikely to keep going. Take Lloyd Dangle, who early on in his 
I;ヴWWヴ ;aaｷヴﾏWS ｴｷゲ IヴｷデｷI;ﾉ ┣W;ﾉ ┘ｷデｴ ゲﾉﾗｪ;ﾐゲ ﾉｷﾆW さﾐﾗ ┘W;ヮﾗﾐ ヮヴW┗;ｷﾉゲ ﾉｷﾆW デｴW ヮWﾐぁざ ふヱΓΓン, 
front cover). However, after a career of considerable length, Dangle ceased to publish 
satirical cartoons in 2011. Addressing himself in his last cartoon, he decried his inability to 
ﾏ;ﾆW W┗Wﾐ さ; SWﾐデざ ｷﾐ ;ﾉﾉ デｴW ┘ﾗヴﾉSげゲ ヮヴﾗHﾉWﾏゲ ;aデWヴ さヲヲ ┞W;ヴざが ｪﾗｷﾐｪ ;ゲ a;ヴ ;ゲ ゲ┌ｪｪWゲデｷﾐｪ 






 Figure 32 
The humorously ironic attitude cultivated by many satirists is a therapeutic strategy to 
create satire without despairing about the lack of emancipatory impact. This attitude 
incorporates a commitment to critique while introducing the necessary psychological 
Sｷゲデ;ﾐIW デﾗ IﾗヮW ┘ｷデｴ ｷデゲ ﾉｷﾏｷデゲく Iﾐ デｴｷゲ ヴWゲヮWIデが PWヴﾆｷﾐゲ ;Iﾆﾐﾗ┘ﾉWSｪWゲ デｴ;デ ｴｷゲ さﾉｷデデﾉW ┘WWﾆﾉ┞ 
I;ヴデﾗﾗﾐざ ｷゲ さﾐﾗデ ｪﾗｷﾐｪ デﾗ Iｴ;ﾐｪW デｴW ┘ﾗヴﾉSざ H┌デ ｴW ﾐﾗﾐWデｴWﾉWゲゲ さデｴｷﾐﾆぷゲへ ｷデげゲ useful to point 
out absurditiesざ (Elias 2003). HW a┌ヴデｴWヴ ;SSゲ デｴ;デ さI ┘ﾗ┌ﾉSﾐげデ Sﾗ ┘ｴ;デ I Sﾗ ｷa デｴWヴW ┘;ゲﾐげデ 
;ﾐ ｷﾐｴWヴWﾐデ ﾗヮデｷﾏｷゲﾏ デｴWヴWく Iデげゲ ;ﾐ ﾗヮデｷﾏｷゲﾏ デｷﾐｪWS ┘ｷデｴ HｷデデWヴﾐWゲゲ ;ﾐS aヴ┌ゲデヴ;デion but if I 
SｷSﾐげデ HWﾉｷW┗W デｴ;デ デｴｷﾐｪゲ I;ﾐ ｪWデ HWデデWヴ デｴWﾐ I ┘ﾗ┌ﾉS ｪﾗ ﾉｷ┗W ｷﾐ ゲﾗﾏW ヴWﾏﾗデW a;ヴﾏｴﾗ┌ゲW 
ゲﾗﾏW┘ｴWヴW ;ﾐS ｷｪﾐﾗヴW デｴW ┘ﾗヴﾉS WﾐデｷヴWﾉ┞ざ (Hansen 2003). Likewise, Ted Rall has quipped, 
さぷIへ;ヴデﾗﾗﾐｷﾐｪ ┘ﾗﾐげデ Iｴ;ﾐｪW デｴW ┘ﾗヴﾉSが H┌デ デｴ;デげゲ ﾐﾗ ヴW;ゲﾗﾐ ﾐﾗデ デﾗ デヴ┞ざ (2002, 7), adding 
デｴ;デ さI Sﾗﾐげデ デｴｷﾐﾆ I;ヴデﾗﾗﾐｷﾐｪ I;ﾐ Iｴ;ﾐｪW デｴW ┘ﾗヴﾉSが H┌デ ┞ﾗ┌ ﾐWWS デｴW ｷﾉﾉ┌ゲｷﾗﾐ デｴ;デ ｷデ Iﾗ┌ﾉS 
デﾗ ヮヴﾗS┌IW W;ヴﾐWゲデが ﾏW;ﾐｷﾐｪa┌ﾉ ┘ﾗヴﾆざ (2002, 120-121). In this respect, Michael Charrington 
ｴ;ゲ ヴWaWヴヴWS デﾗ ‘;ﾉﾉ ;ゲ さ; ｴﾗヮWﾉWゲゲ ﾗヮデｷﾏｷゲデき ｴWげゲ ﾗヮデｷﾏｷゲデｷI ┘ｴｷﾉW WﾐデWヴデ;ｷﾐｷﾐｪ ﾐﾗ ｴﾗヮWざ 
(2001, 6). Such an attitude of humorous irony which oscillates between optimism and 
pessimism characterises a lot of satire, in various ways, including the examples introduced 
at the beginning of this chapter. South Parkげゲ さTｴW HﾗHHｷデざ デWﾏヮWヴゲ WWﾐS┞げゲ aヴ┌ゲデヴ;デｷﾗﾐ 
;ﾐS ヮ;ｷﾐ ┘ｷデｴ デｴW ヴWﾉｷWa ﾗa ｷヴﾗﾐｷI ヴｷSｷI┌ﾉWく M;ヴｪ;ヴWデ Aデ┘ﾗﾗSげゲ ┘ヴ┞ ｷヴﾗﾐ┞ ｷﾐ TｴW H;ﾐSﾏ;ｷSげゲ 
Tale introduces pゲ┞IｴﾗﾉﾗｪｷI;ﾉ Sｷゲデ;ﾐIW aヴﾗﾏ デｴW ヮヴﾗデ;ｪﾗﾐｷゲデげゲ ゲ┌aaWヴｷﾐｪ ┘ｴｷﾉW ;デデWﾐ┌;デｷﾐｪ ;ﾉﾉ 
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デﾗﾗ ｪヴ;ﾐS ;ゲヮｷヴ;デｷﾗﾐゲ ;Hﾗ┌デ デｴW ;S┗;ﾐIWゲ ﾗa aWﾏｷﾐｷゲﾏく LｷﾆW┘ｷゲWが F;┞ WWﾉSﾗﾐげゲ Sacred Cows 
verges on cynicism but nonetheless expresses some hope of improvement regarding the 
prospects of contemporaneous Britain. Whatever its tone or quality in individual works, 
humorous irony in satire is on the whole a therapeutic coping device to mediate the gap 
between the demands of critique and its limits.  
7. SATIRE, PHILOSOPHY AND THE ABSURD 
Humorous irony in satire is a therapeutic response to the absurdity of the emancipatory 
ideal to change the world, which is at once morally indispensable and practically 
impossible. Contemplating the limits of critique, Matt Bors has argued that 
[s]ometimes the only thing you can do is mark up public surfaces and get everyone to 
ﾉ;┌ｪｴ ;デ デｴW ヮWﾗヮﾉW ヴ┌ﾐﾐｷﾐｪ デｴｷﾐｪゲく Iデげゲ ; ゲﾏ;ﾉﾉ aﾗヴﾏ ﾗa ヴWゲｷゲデ;ﾐIWが ; ﾏｷﾐﾗヴ ;ﾐﾐﾗ┞;ﾐIW 
;デ HWゲデ デﾗ デｴﾗゲW ｷﾐ ヮﾗ┘Wヴく B┌デ ｷa デｴW┞ ｷﾐゲｷゲデ ﾗﾐ Sﾗｷﾐｪ ┌ゲ デｴｷゲ ┘;┞が Iげﾏ ;デ ﾉW;ゲデ ｪﾗｷﾐｪ デﾗ 
make them come out every morning and repaint the damn walls (2013, vi). 
Iﾐ デｴｷゲ ヴWゲヮWIデが デｴW ゲ;デｷヴｷゲデげゲ ﾏｷゲゲｷﾗﾐ デﾗ Iヴｷデｷケ┌W ｷゲ ;ﾆｷﾐ デﾗ ; “ｷゲ┞ヮｴ┌ゲ ﾉ;Hﾗ┌ヴく AIIﾗヴSｷﾐｪ デﾗ 
Greek mythology, Sisyphus was condemned by the gods for all eternity to roll a heavy rock 
to the top of a mountain, only for it to roll back each time. Similarly satirists try to change 
the political status quo, knowing that they can never fully realise their emancipatory ideals. 
As a therapeutic response to the absurdity of their critical efforts, satirists often cultivate a 
humorous irony. The therapeutic significance of such humorous irony in satire can be 
a┌ヴデｴWヴ Wﾉ┌IｷS;デWS ｷﾐ Iﾗﾐデヴ;ゲデ デﾗ AﾉHWヴデ C;ﾏ┌ゲげゲ W┝ｷゲデWﾐデｷ;ﾉ ヮｴｷﾉﾗゲﾗヮｴ┞ ふ1955). Camus 
identified Sisyphus as an absurdist hero whose labour defies the absurdity of life. Likewise, 
satirists keep creating satire despite the ultimate absurdity of their critical efforts. However, 
satirists are no absurdist heroes and the difference between the two clarifies the existential 
significance of humorous irony in satire. Further, a comparison to existentialism places 
satire in a philosophical framework which is crucial to fully appreciate the value of the 
ｪWﾐヴWげゲ SWaｷﾐｷデｷ┗W IﾗﾏHｷﾐ;デｷﾗﾐ ﾗa Iヴｷデｷケ┌W ;ﾐS WﾐデWヴデ;ｷﾐﾏWﾐデく  
In his philosophical essay, The Myth of Sisyphusが C;ﾏ┌ゲ ｷﾐデヴﾗS┌IWゲ デｴW ｷﾏ;ｪW ﾗa “ｷゲ┞ヮｴ┌ゲげゲ 
labour as a metaphor for the absurdity of life (1955). Camus describes the absurd as a 
ゲWﾐデｷﾏWﾐデ ┘ｴｷIｴ ;ヴｷゲWゲ aヴﾗﾏ デｴW ┌ﾐHヴｷSｪW;HﾉW Sｷ┗ｷSW HWデ┘WWﾐ ﾏ;ﾐﾆｷﾐSげゲ ゲヮｷヴｷデ┌;ﾉ SWゲｷヴW aﾗヴ 
existential meaning and tｴW ┌ﾐｷ┗WヴゲWげゲ IﾗﾉS ｷﾐSｷaaWヴWﾐIW デﾗ┘;ヴSゲ ;ﾉﾉ ﾏW;ﾐｷﾐｪ デｴ;デ ｴ┌ﾏ;ﾐ 
beings invest in life (1955, 15). Camus contemplates various responses to existential 
absurdity, including suicide as the ultimate response to the unbearable meaninglessness of 
240 
 
life (1955, 4). LWゲゲ Sヴ;ﾏ;デｷI;ﾉﾉ┞が ; ﾏﾗヴW Iﾗﾏﾏﾗﾐ ヴWゲヮﾗﾐゲW ｷゲ さWﾉ┌Sｷﾐｪざ デｴW ;Hゲ┌ヴS デｴヴﾗ┌ｪｴ 
デｴW さｴﾗヮWざ デｴ;デ ﾉｷaW SﾗWゲ ｴ;┗W ﾏW;ﾐｷﾐｪが ;ﾉHWｷデ ;デ デｴW ヮヴｷIW ﾗa ゲWﾉa-deception (1955, 7). In 
デｴｷゲ ヴWｪ;ヴSが C;ﾏ┌ゲ ｷゲ IヴｷデｷI;ﾉ ﾗa ﾗデｴWヴ ヮｴｷﾉﾗゲﾗヮｴWヴゲ ┘ｴﾗ ｴ;┗W SW┗WﾉﾗヮWS さ; ﾏWデ;ヮｴ┞ゲｷI ﾗa 
cﾗﾐゲﾗﾉ;デｷﾗﾐざ ｷﾐ ﾉｷｪｴデ ﾗa デｴW ;Hゲ┌ヴSが ┘ｴｷIｴ ｴW Iｴ;ヴ;IデWヴｷゲWゲ ;ゲ ;ﾐ ┌ﾐデヴ┌デｴa┌ﾉ さﾉW;ヮざ ふヱΓヵヵが 
34). By contrast, Camus introduces Sisyphus as an absurdist hero who has formulated an 
appropriate response to the absurd without succumbing to hope or suicide. According to 
Camus, Sisyphus is reflexive because he knows that his efforts are pointless and 
meaningless. Yet he revolts against this pointlessness and meaninglessness by passionately 
engaging in those efforts anyway に even if they do not make a difference at all (1955, 83). 
For Camus, Sisyphus is an absurdist hero because he lives passionately without hope in face 
the absurd.  
There is a striking similarity between the continued passionate efforts of Sisyphus to push 
the boulder over the mountain and the commitment of satirists to emancipate the world, 
despite their reflexive awareness of the ultimate futility of these efforts. Like Sisyphus, 
satirists do not deceive themselves by leaping away from the absurdity of their critical 
efforts, even if self-deception would be psychologically more comfortable. In this respect, 
C;ﾏ┌ゲ ｴｷｪｴﾉｷｪｴデゲ デｴ;デ デｴW ﾉ;Iﾆ ﾗa ヮゲ┞IｴﾗﾉﾗｪｷI;ﾉ Iﾗﾏaﾗヴデ さｷゲ ﾐﾗデ ﾉｷﾆWﾉ┞ デﾗ ゲデﾗヮ デｴW ;Hゲ┌ヴS 
ﾏ;ﾐく “WWﾆｷﾐｪ ┘ｴ;デ ｷゲ デヴ┌W ｷゲ ﾐﾗデ ゲWWﾆｷﾐｪ ┘ｴ;デ ｷゲ SWゲｷヴ;HﾉWざ ふ1955, 31). Both absurdist 
heroes and satirisデゲ ;ヴW IﾗﾏﾏｷデデWS デﾗ ┘ｴ;デ BWヴﾐ;ヴS Wｷﾉﾉｷ;ﾏゲ ｴ;ゲ I;ﾉﾉWS さぷデへｴW ┗;ﾉ┌W ﾗa 
truthfulness [which] embraces the need to find out the truth, to hold on to it, and to tell it に 
ｷﾐ ヮ;ヴデｷI┌ﾉ;ヴが デﾗ ﾗﾐWゲWﾉaざ ふヲヰヰヲが ヱンぶく Dヴ;┘ｷﾐｪ ﾗﾐ NｷWデ┣ゲIｴWが Wｷﾉﾉｷ;ﾏゲ ｴ;ゲ ゲヮWIｷaｷWS デｴ;デ ゲuch 
commitment to truthfulness rests in a moral conviction, rather than a calculus of utility 
ふヲヰヰヲが ヱヴぶく Iﾐ デｴｷゲ ヴWゲヮWIデが D;ﾐ PWヴﾆｷﾐゲ IﾗﾐデWﾐSゲ デｴ;デ ┘ｴWﾐ IヴW;デｷﾐｪ ゲ;デｷヴWが さぷﾏへ┞ IﾗﾐIWヴﾐゲ 
are: is it funny? and is it true? And sometimes you can even fudge it ﾗﾐ a┌ﾐﾐ┞が ;ゲ ﾉﾗﾐｪ ;ゲ ｷデげゲ 
デヴ┌W Wﾐﾗ┌ｪｴ デﾗ ﾏ;デデWヴざ (2014c). At the same time, Perkins has highlighted the psychological 
challenges of creating satire during  
デｴW ┞W;ヴゲ ;aデWヴ Γっヱヱ ふぐぶく TｴW ｷﾐデWﾐゲｷデ┞ ﾗa デｴW ┗ｷデヴｷﾗﾉ ;ﾐS デｴW ｴ;デW ﾏ;ｷﾉ aヴﾗﾏ デｴﾗゲW S;┞ゲ 
- those were tough times to be a political satirist. Thereげs a reason many of todayげs 
ヮヴﾗﾏｷﾐWﾐデ ﾉｷHWヴ;ﾉ ┗ﾗｷIWゲ WｷデｴWヴ ゲ┌ヮヮﾗヴデWS デｴW ┘;ヴゲ ﾗヴ ﾃ┌ゲデ ﾆWヮデ ケ┌ｷWデく票Iﾐ ; ┘;┞ I ┘ｷゲｴ 
IげS ｴ;S デｴW ﾗヮデｷﾗﾐが H┌デ I ｴ;S ; ┘WWﾆﾉ┞ SW;SﾉｷﾐW デﾗ ﾏWWデ ;ﾐS ; ﾐ;ｪｪｷﾐｪ Iﾗﾏヮ┌ﾉゲｷﾗﾐ デﾗ 
speak the truth as I saw it (2014a).  
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The message to take away from this comment is that satirists like Perkins are driven by a 
moral compulsion to find out the truth and share it with others, even if their truthfulness is 
unsettling.  
The commitment to truthfulness of satirists like Perkins in the face of psychological 
disturbance is no exaggerated bluff. Existential absurdity is a prevalent theme in the satire 
of Perkins. Take a cartoon published in the summer of 2014, when the news was dominated 
by yet another violent conflict in Gaza, the shooting of the civilian aircraft MH-17 and the 
┘ｴｷヮヮｷﾐｪゲ ﾗa ┞ﾗ┌ﾐｪ ヮWﾗヮﾉW ｷﾐ Iヴ;ﾐ aﾗヴ S;ﾐIｷﾐｪ デﾗ Pｴ;ヴヴWﾉﾉ Wｷﾉﾉｷ;ﾏゲげゲ さH;ヮヮ┞ざ ふaｷｪく ン3).  
 
Figure 33 
Iﾐ a;IW ﾗa デｴｷゲ ﾐW┘ゲが PWヴﾆｷﾐゲげゲ Iｴ;ヴ;IデWヴゲ W┗ﾗﾆW ゲWﾐデｷﾏWﾐデゲ ﾗa ﾐｷｴｷﾉｷゲﾏ ;ﾐS ;Hゲ┌rdity, 
IﾗﾐIﾉ┌Sｷﾐｪ デｴ;デ さデｴW ┘ﾗヴﾉS ｷゲ ; S;ヴﾆ ;ﾐS Iｴ;ﾗデｷI ヮﾉ;IWが SW┗ﾗｷS ﾗa ﾏW;ﾐｷﾐｪ ﾗヴ ｴﾗヮWざ ;ﾐS デｴ;デ 
さｴ┌ﾏ;ﾐ HWｷﾐｪゲ ;ヴW ;S┗ｷゲWS デﾗ aｷﾐS ┘ｴ;デ ゲﾏ;ﾉﾉ ゲﾗﾉ;IW デｴW┞ I;ﾐ HWaﾗヴW デヴ;ｪWS┞ ｷﾐW┗ｷデ;Hﾉ┞ 
overwhelms their ｷﾐゲｷｪﾐｷaｷI;ﾐデ ﾉｷ┗Wゲざく TｴW ;Hゲ┌ヴSｷデ┞ ﾗa デｴW ゲｷデ┌;デｷﾗﾐ ｷゲ ﾗﾐﾉ┞ ｷﾐデWﾐゲｷaｷWS H┞ 
a┌ヴデｴWヴ ヴWaﾉWIデｷﾗﾐゲ ﾗﾐ Iﾗヴヮﾗヴ;デW ﾏ;ゲゲ ﾏWSｷ; ふデｴW ゲデﾗヴ┞ ;ｷヴゲ ﾗﾐ デｴW さAIデｷﾗﾐ MINW┘ゲ 
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NWデ┘ﾗヴﾆざぶが ;ゲ ┘Wﾉﾉ ;ゲ デｴW ﾗHゲデｷﾐ;デWﾐWゲゲ ﾗa ゲW┝ｷゲﾏ ;ﾐS デｴW デヴｷ┗ｷ;ﾉｷデｷWゲ ﾗa a;ﾐSﾗﾏく Aﾉデｴﾗ┌ｪｴ 
Perkins introduces ironic ridicule to distance himself from these absurdities, the cartoon 
does not wholly dissipate the existential despair which it introduces. Crucially, this 
psychological disturbance is not merely a satirical strategy but corresponds to Perkiﾐゲげゲ 
ﾗ┘ﾐ ｷﾐﾐWヴ デ┌ヴﾏﾗｷﾉく Tﾗ ヮWﾗヮﾉW ┘ｴﾗ ゲ┌HゲIヴｷHW デﾗ ｴｷゲ ﾏ;ｷﾉｷﾐｪ ﾉｷゲデ ｴW W┝ヮﾉ;ｷﾐWS デｴ;デ さIげﾏ ﾃ┌ゲデ 
kind of beat from this [cartoon]... need to turn off the tv [sic] and computer and go outsideざ 
(2014b). Similarly, he told me in personal communication how he hoped things in the world 
would improve in 2015, because it had been a tough year for political cartoonists.  
In his satire, Perkins does not shy away from addressing the psychological disturbance of 
existential absurdity. This theme of existential absurdity of This Modern World has often 
HWWﾐ ;Iﾆﾐﾗ┘ﾉWSｪWS H┞ IﾗﾏﾏWﾐデ;デﾗヴゲく Iﾐ デｴｷゲ ヴWゲヮWIデが GﾉWﾐﾐ Dｷ┝ﾗﾐ ゲデ;デWゲ デｴ;デ PWヴﾆｷﾐゲげゲ 
ゲ;デｷヴｷI;ﾉ I;ヴデﾗﾗﾐゲ ;ヴW さデｴW ﾗ┌デIヴ┞ ﾗa ;ﾐ W┝;ゲヮWヴ;デWSが ;ﾐｪヴ┞が W┗Wﾐ H;aaﾉWS ┗ﾗｷIW ｷﾐ デｷﾏWゲ デhat 
are absurd beyond imaginingざ (2008). LikewiゲWが GﾉWﾐﾐ GヴWWﾐ┘;ﾉS ｴ;ゲ ;ヴｪ┌WS デｴ;デ さﾗ┌ヴ 
political dialogue has degenerated well into the realm of the absurd, and the cartoons [of 
Tom Tomorrowへ Iﾗﾐ┗W┞ デｴ;デ ;Hゲ┌ヴSｷデ┞ ｷﾐ ; ┗ｷゲIWヴ;ﾉ デｴﾗ┌ｪｴ ｴｷｪｴﾉ┞ ;II┌ヴ;デW ┘;┞ざ (2006). 
Crucially, part of the absurdity of the political status quo highlighted by This Modern World 
ｷゲ デｴW ｷﾐ;Hｷﾉｷデ┞ ﾗa デｴW ゲ;デｷヴｷゲデ デﾗ Iｴ;ﾐｪW ｷデく CﾗﾐゲｷSWヴ デｴW さｪWﾐWヴｷI Tﾗﾏ Tﾗﾏﾗヴヴﾗ┘ I;ヴデﾗﾗﾐざ 
ヮ┌HﾉｷゲｴWS ｷﾐ ヲヰヰヰが ┘ｴｷIｴ ｷゲ さ;ヮヮﾉｷI;HﾉW デﾗ ;ﾐ┞ HヴW;ﾆｷﾐｪ ﾐW┘ゲ ゲデﾗヴ┞ デｴ;デ ﾏ;┞ ﾗII┌ヴ S┌ヴｷﾐｪ 
Tﾗﾏげゲ I┌ヴヴWﾐデ ┗;I;デｷﾗﾐぁざ ふaｷｪ. 34). In this cartoon, Perkins has his exasperated stand-in, 
“ヮ;ヴﾆ┞ デｴW WﾗﾐSWヴ PWﾐｪ┌ｷﾐが a;IW デｴW IﾗﾐIﾉ┌ゲｷﾗﾐ デｴ;デ ｴｷゲ ヮヴﾗｪヴWゲゲｷ┗W Iヴｷデｷケ┌W ｷゲ さ┌ﾐﾉｷﾆWﾉ┞ デﾗ 
ぷW┗Wヴへ ｪ;ｷﾐ ┘ｷSWゲヮヴW;S ;IIWヮデ;ﾐIWざく Aゲ ｷゲ デ┞ヮｷI;ﾉ ﾗa ゲ;デｷヴWが PWヴﾆｷﾐゲ I┌ﾉデｷ┗;デWゲ ; ｴ┌ﾏﾗヴﾗ┌ゲ 
iヴﾗﾐ┞ デﾗ Sｷゲデ;ﾐIW ｴｷﾏゲWﾉa aヴﾗﾏ ｴｷゲ ﾗ┘ﾐ IヴｷデｷI;ﾉ ｷSW;ﾉゲ ;ゲ ; ゲ;デｷヴｷゲデく PWヴﾆｷﾐゲげゲ ｷヴﾗﾐｷI ヴｷSｷI┌ﾉW 
does not only target the false consciousness of conservative mouthpiece Biff, but also 
Sparky (and ultimately himself) for nonetheless continuing to pursue his critical mission. In 
This Modern World, the joke is both on those who stand in the way of enlightenment as 






Tｴｷゲ ｷSW; デｴ;デ デｴW ｷヴﾗﾐｷI ヴｷSｷI┌ﾉW ﾗa PWヴﾆｷﾐゲげゲ ゲ;デｷヴW ｷゲ SｷヴWIデWS ;デ W┗Wヴ┞body, including 
himself, is accentuated by the visual style of his comic strip. A parody of futuristic 
advertisement found in fifties magazines (most notably Life), This Modern World combines 
a clip-art aesthetic with an anachronistically old-fashioned depiction of the future (Perkins 
ヲヰヰンが ヲぶく M;ﾐ┞ ﾗa PWヴﾆｷﾐゲげゲ Iｴ;ヴ;IデWヴゲ ｴ;┗W ﾗ┌デS;デWS ｴ;ｷヴSﾗゲ ;ﾐS ;ヴW repeated in (almost) 
identical clip-art poses throughout the multi-panel sequence of the comic strip. This visual 
style serves to accentuate the ironic ridicule of characters like the conservative strawman 
by providing them with a distinct simpleminded quality and air of stupidity. Moreover, their 
almost identical repetition in various panels lends them a robotic and mechanical quality, 
suggesting that they are incapable of independent and critical thought. At the same time, 
progressive characters in This Modern World, like Sparky the Wonder Penguin, are also 
ヴWヮヴWゲWﾐデWS ｷﾐ PWヴﾆｷﾐゲげゲ a┌デ┌ヴｷゲデｷI;ﾉﾉ┞ ;ﾐ;Iｴヴﾗﾐﾗ┌ゲ Iﾉｷヮ-art style. Thus, the visual style of 
This Modern World cues affordances that these characters too are targeted by the overall 
ironic ridicule of the satirical comic strip に and in an important sense they are. Whether it is 
Sparky the Wonder Penguin or somebody else who stands in for the satirist as the voice of 
progressive reason, they typically are ironic characters who are revealed as hopelessly 
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naïve in their critical commitment. The affordances of This Modern Worldげゲ ┗ｷゲ┌;ﾉ ;WゲデｴWデｷI 
デｴ┌ゲ ゲ┌ヮヮﾗヴデ ; ゲIﾗヮW ﾗa ｷヴﾗﾐｷI ;デデヴｷH┌デｷﾗﾐ ┘ｴｷIｴ W┝デWﾐSゲ デﾗ けデｴｷゲ ﾏﾗSWヴﾐ ┘ﾗヴﾉSげ ｷﾐ ｷデゲ 
totality, including those who continue to try and overcome its absurdity through critique.  
This Modern World is a typical example of how satire cultivates a humorous irony to 
negotiate the absurd gap between the demands of critique and its limits. As a satirist, 
Perkins is passionately committed to critique, but also aware of the ultimate futility of his 
actions to wholly emancipate the world. This passionate commitment of the satirist to an 
ultimately absurd task is similar to Caﾏ┌ゲげゲ Iｴ;ヴ;IデWヴｷゲ;デｷﾗﾐ ﾗa デｴW ;Hゲ┌ヴSｷゲデ ｴWヴﾗ ┘ｴﾗ 
passionately revolts against the meaningless of life. Yet, there is an important difference 
HWデ┘WWﾐ ゲ;デｷヴｷゲデゲ ;ﾐS ;Hゲ┌ヴSｷゲデ ｴWヴﾗWゲく C;ﾏ┌ゲげゲ ヮヴﾗヮﾗゲWS ヴWゲヮﾗﾐゲW デﾗ デｴW ;Hゲ┌ヴS ｷゲ ; 
happy nihilism. As Camus puts ｷデが さぷHへWﾉｷWa ｷﾐ デｴW ﾏW;ﾐｷﾐｪ ﾗa ﾉｷaW ;ﾉ┘;┞ゲ ｷﾏヮﾉｷWゲ ; ゲI;ﾉW ﾗa 
values, a choice, our preferences. Belief in the absurd, according to our definitions, teaches 
the contraryざ (1955, 45). In other words, the absurdist hero has risen to the challenge of 
the absurd by accepting fate without any hope or desire to change it; everything that 
happens is of equal value, i.e. no value at all. The absurdist hero revolts to any feeling of 
lethargy that may arise from this realisation by living life to the fullest in the present (1955, 
45ぶく “ﾗ ┘ｴ;デ Iﾗ┌ﾐデゲが ;IIﾗヴSｷﾐｪ デﾗ C;ﾏ┌ゲが さｷゲ ﾐﾗデ デｴW HWゲデ ﾉｷ┗ｷﾐｪ H┌デ デｴW ﾏﾗゲデ ﾉｷ┗ｷﾐｪざ ふ1955, 
76). In other words, it does not matter what one does, be it push a rock up and down a 
mountain every day or something else, as long as one does it with passion and without 
ｴﾗヮWが ﾗﾐW ｷゲ aヴWWS aヴﾗﾏ デｴW SWゲヮ;ｷヴ ﾗa デｴW ;Hゲ┌ヴSく Fﾗヴ デｴｷゲ ヴW;ゲﾗﾐが C;ﾏ┌ゲ W┝ヮﾉ;ｷﾐゲが さぷﾗへne 
ﾏ┌ゲデ ｷﾏ;ｪｷﾐW “ｷゲ┞ヮｴ┌ゲ ｴ;ヮヮ┞ざ ふ1955, 123).  
Crucially, the happy nihilism advocated by Camus sharply contrasts to the humorous irony 
デ┞ヮｷI;ﾉ ﾗa ゲ;デｷヴWく Tｴｷゲ Iﾗﾐデヴ;ゲデ ｷゲ ;IIWﾐデ┌;デWS H┞ C;ﾏ┌ゲげゲ ゲヮWIｷaｷI;デｷﾗﾐ aﾗヴ ;Hゲ┌ヴSｷゲデ ;ヴデく 
According to Camus, さデｴW ;Hゲ┌ヴS ﾃﾗ┞ par excellence ｷゲ ぷ;ヴデｷゲデｷIへ IヴW;デｷﾗﾐざ (1955, 93). Camus 
ゲヮWIｷaｷWゲ デｴ;デ さan absurd attitude, if it is to remain so, must remain aware of its 
ｪヴ;デ┌ｷデﾗ┌ゲﾐWゲゲく “ﾗ ｷデ ｷゲ ┘ｷデｴ デｴW ┘ﾗヴﾆ ﾗa ;ヴデざ ふ1995, 102). In other words, it follows that 
artists have to give up all hope that their efforts will achieve anything, for if the work 
さゲ;IヴｷaｷIWゲ デﾗ ｷﾉﾉ┌ゲｷﾗﾐゲ ;ﾐS ;ヴﾗ┌ゲWゲ ｴope, it ceases to be gratuitousざ (1995, 102). According 
to C;ﾏ┌ゲが けぷデへﾗ ┘ﾗヴﾆ ;ﾐS IヴW;デW さaﾗヴ ﾐﾗデｴｷﾐｪがげ ふぐぶ デｴｷゲ ｷゲ デｴW SｷaaｷI┌ﾉデ ┘ｷゲSﾗﾏ デｴ;デ ;Hゲ┌ヴS 
デｴﾗ┌ｪｴデ ゲ;ﾐIデｷﾗﾐゲざ ふ1955, 84).  However, such gratuitous aestheticism is not the way of 
satire. As opposed to nihilistic acceptance, satirists introduce a real revolt against the 
absurdities of the political status quo, even if they know the impact of their critique to be 
limited. In this regard, M;デデ Bﾗヴゲ ┘ヴ┞ﾉ┞ ﾃﾗﾆWゲ さI ｴﾗヮW デｴ;デ ; aW┘ ﾗa ﾏ┞ I;ヴデﾗﾗﾐゲ ┘ｷﾉﾉ HW 
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┌ﾐW;ヴデｴWS aヴﾗﾏ デｴW ヴ┌ｷﾐゲ ﾗa ﾗ┌ヴ aﾗヴデｴIﾗﾏｷﾐｪ ;ヮﾗI;ﾉ┞ヮゲW ;ゲ ヮヴﾗﾗa デｴ;デ ┘W ┘WヴWﾐげデ ;ﾉﾉ ﾗﾐ 
Hﾗ;ヴS ┘ｷデｴ デｴW ┘;┞ デｴｷﾐｪゲ ┘WヴW ｪﾗｷﾐｪざ ふ2003, v). In other words, whereas absurdist heroes 
overcome existential absurdity in the oblivion of a happy nihilism, satirists typically cope 
with the absurd gap between the demands of critique and its limits by cultivating a 
humorous irony that oscillates between hope and despair about changing the world. 
The crucial difference between satirists and absurdist heroes elucidates the significant 
デｴWヴ;ヮW┌デｷI a┌ﾐIデｷﾗﾐ ﾗa ｴ┌ﾏﾗヴﾗ┌ゲ ｷヴﾗﾐ┞ ｷﾐ ゲ;デｷヴWく C;ﾏ┌ゲげゲ W┝ｷゲデWﾐデｷ;ﾉ ヮｴｷﾉﾗゲﾗヮｴ┞ ゲデｷヮ┌ﾉ;デWゲ 
that as long as one lives life with passion, the horrors of the world are indifferent. Yet, this 
happy nihilism is as much a leap away from the absurd as the metaphysics of consolation 
he dismisses. By contrast, satirists do not ignore the horrors of the world, but critically 
oppose them in their satire, even if their emancipatory impact is limited. So rather than 
cultivating a happy nihilism, the critique of satirists is exactly motivated by emotional 
disturbance. In this respect, Jen Sorensen has wryly described her satirical profession as 
さ┘ﾗヴヴ┞ｷﾐｪ ;Hﾗ┌デ ｴﾗ┘ ｴ┌ﾏ;ﾐｷデ┞ ｷゲ SWゲデヴﾗ┞ｷﾐｪ ｷデゲWﾉaざ (2014). “ﾗヴWﾐゲWﾐげゲ IﾗﾏﾏWﾐデ ｷゲ ;デ ﾗﾐIW 
indicative of the critical commitment of satirists, despite emotional disturbance, as well as 
the humorous irony they often cultivate as a therapeutic response. As already suggested in 
passing by Thomas Nagel, such huﾏﾗヴﾗ┌ゲ ｷヴﾗﾐ┞ ｷゲ ﾏﾗヴW ﾏ;デ┌ヴW デｴ;ﾐ SWヮヴWゲゲｷ┗W さSWゲヮ;ｷヴざ 
ﾗヴ デｴW Sヴ;ﾏ;デｷI さｴWヴﾗｷゲﾏざ SW┗WﾉﾗヮWS H┞ C;ﾏ┌ゲ ふヲヰヱヲ [1979]が ヲンぶく TｴW ﾏ;デ┌ヴｷデ┞ ﾗa ゲ;デｷヴWげゲ 
therapeutic function is all the more significant since humorous irony is regularly distrusted 
in philosophical circles for allegedly cultivating exactly a happy nihilism and amoral 
aestheticism. Specifically, in his critique of Rorty, Blackburn has argued that quasi-realists 
can safely set irony aside. However, my analyses suggest that humorous irony in satire can 
be a mature therapeutic strategy in negotiating the conflict between the care of self and 
the care for others, so painfully highlighted in quasi-realism. Albeit further investigation is 
necessary, satire makes it plausible that humorous irony is a real character virtue which 
substantiates a therapeutic maturity by avoiding the melancholy of unabated critique and 
the ignorant bliss of moral indifference. 
The therapeutic function of humorous irony in satire to cope with absurdity has been 
acknowledged in critic;ﾉ ヴWIWヮデｷﾗﾐく T;ﾆW BWﾐ B;ｪSｷﾆｷ;ﾐが ┘ｴﾗ ;ヴｪ┌Wゲが さぷデへｴW I┌ヴヴWﾐデ ヮﾗﾉｷデｷI;ﾉ 
scene creates two impulses, to jump off a bridge or to laugh. Luckily, Tom Tomorrow gives 
us a chance to laughざ (Perkins n.d.) Importantly, humorous irony in satire has a plausible 
therapeutic effect on audiences not only because it introduces psychological distance which 
relieves emotional despair, but also because it fosters a community of like-minded 
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individuals who seek to come to terms with the absurdity they experience all around them. 
Perkins explicitly acknowledges the idea that satire can have such a therapeutic dimension 
H┞ Iﾗﾏヮ;ヴｷﾐｪ ｴｷゲ I;ヴデﾗﾗﾐｷﾐｪ デﾗ さゲWﾐSｷﾐｪ ﾗ┌デ デｴWゲW ﾉｷデデﾉW ゲﾏﾗﾆW ゲｷｪﾐ;ﾉゲ デﾗ ﾉWデ ヮWﾗヮﾉW ﾆﾐﾗ┘ 
デｴ;デ デｴW┞げヴW ﾐﾗデ Iヴ;┣┞ ;ﾐS デｴW┞げヴW ﾐﾗデ ;ﾉﾗﾐWが デｴ;デ デｴWヴW ;ヴW ﾗデｴWヴ ヮWﾗヮﾉW ﾗ┌デ there who feel 
the way they doざ (Elias 2003). “ｷﾏｷﾉ;ヴﾉ┞が ゲ;デｷヴｷI;ﾉ I;ヴデﾗﾗﾐｷゲデ W;ヴS “┌デデﾗﾐ ｴ;ゲ W┝ヮﾉ;ｷﾐWS さぷｷへa 
our nation is going down the toilet, I want to spell out the truth. With drawings. And 
ｴﾗヮWa┌ﾉﾉ┞ ﾏ;ﾆW ヮWﾗヮﾉW ﾉ;┌ｪｴく Tｴｷゲ ｷゲﾐげデ ; ﾏﾗ┗ｷWく Iげﾏ ﾐﾗデ ;ﾉﾗﾐWく Yﾗ┌げヴW ﾐﾗデ ;ﾉﾗﾐWざ ふヲヰヰヵが ヶぶく 
The same function of satire in fostering a therapeutic community has been highlighted by 
MIGヴ┌SWヴが ┘ｴﾗ IﾗﾐデWﾐSゲ デｴ;デ さぷデへｴWヴW ｷゲ ; ゲｷﾉWﾐデ ﾏ;ﾃﾗヴｷデ┞ デｴ;デ ｷゲ opposed to the direction 
of the country and my strip gives them a small outlet every day デﾗ aWWﾉ ﾉｷﾆW デｴW┞げヴW ﾐﾗデ 
crazyざ (Younge 2005). Albeit such an investigation is beyond the scope of this thesis, it 
would be interesting to see if such statements about the therapeutic function of satire can 
be empirically verified.  
For now, I conclude by reflecting on how the contrast between satirists and absurdist 
heroes informs the comparisons between satire and philosophy introduced at the 
beginning of my thesis. As a reminder, many scholars have framed the value of satire by 
comparing the efforts of satirists to those of ancient philosophers like Socrates. My 
investigation has validated such comparisons in the sense that, put metaphorically, satirists 
can be situated in the same existential ballpark as philosophers. Specifically, what unites 
them in this existential ballpark is a moral concern for truth, critique and emancipation. 
Traditionally, in the West, this moral concern has been traced back to the philosophy of 
Socrates, the gadfly who set out to improve society by stinging his co-citizens out of 
complacency. Moreover, as Pierre Hadot highlighted, Socrates himself cultivated a 
humorous irony that enabled him to come to terms with the limits of his wisdom (2002, 
26). Accordingly, while satirists and philosophers like Socrates cohabitate a large existential 
ballpark with various other critical voices, the two do share humorous irony as a 
therapeutic coping device. Regardless, satirists and philosophers ultimately play ball very 
differently. Although Pierre Hadot has deplored, perhaps rightfully so, that professional 
philosophy has progressively eliminated its original existential as well as humorously ironic 
dimension, philosophers could never cultivate humorous irony in the way satirists do (2002, 
50). 
Granted, philosophy could critique in a moderately entertaining fashion. Likewise, 
philosophers, including quasi-realists about ethics, may stand to benefit from cultivating a 
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humorous irony that therapeutically attenuates the moral conflict between the care of self 
and the care for others. Yet, philosophy does not, nor could it, set out to critique and 
entertain in the same fashion of satire. Throughout this thesis, I have argued that the 
generic purpose of satire cannot be reduced to critique in an entertaining fashion. For 
better or for worse, satire sets out to critique and entertain, and while those two purposes 
can fruitfully interact, neither can be wholly instrumentalised to the other. Previously, I 
have ackno┘ﾉWSｪWS デｴ;デ ゲ;デｷヴWげゲ ヮ┌ヴヮﾗゲW デﾗ entertain for its own sake does compromise its 
purpose to critique. While satirists can make moderate cognitive contributions to a moral 
project of critique, which need to be supplemented by further investigation, there are more 
efficient ways to critique than through satire. Satirists themselves are usually the first to 
acknowledge these emancipatory limits of their critical efforts. Nonetheless, many satirists 
are also acutely aware that the emancipatory impact of critique as a whole is limited, for 
unabated critique is not only unlikely to wholly emancipate the world, but also risks to 
breed despair and depression. In response, because satire also incorporates the purpose to 
entertain, satirists can fully develop the therapeutic qualities of entertainment, specifically 
through capitalising on humorous and ironic strategies. In conclusion, although its purpose 
デﾗ WﾐデWヴデ;ｷﾐ SﾗWゲ ﾉｷﾏｷデ ｷデゲ IヴｷデｷI;ﾉ WaaｷI;I┞が ゲ;デｷヴWげゲ ヮ┌ヴゲ┌ｷデ ﾗa WﾐデWヴデ;ｷﾐﾏWﾐデ ｴ;ゲ ゲｷｪﾐｷaｷI;ﾐデ 
value in therapeutically negotiating between the demands of critique and its limits.   
8. CONCLUSION 
In this chapter, I have further elaborated the relationship between critique and 
entertainment in satire by focussing on humour and irony as two standard features of the 
genre. I have introduced but ultimately dismissed anxieties that an attitude of humorous 
irony in satire necessarily translates into a morally weightless aestheticism or happy 
nihilism. First, by endorsing the incongruity theory of humour and the echoic theory of 
irony, I have explained that humorous and ironic strategies in satire often go hand in hand 
as instruments of critique. Such an attitude of humorous irony fosters critique by 
highlighting the normative deficiency of targets, often through so-called ironic characters. 
Second, and most importantly, humorous irony in satire introduces a therapeutic distance 
from the psychological disturbance that follows from its purpose to critique. More 
specifically, in line with the quasi-realistic framework introduced before, I have highlighted 
that we cannot be critical all the time, nor always be successful in our critical efforts. In 
response, satirists have often cultivated a humorous irony which has a plausible therapeutic 
function in coming to terms with the absurd gap between the demands of critique and its 
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limits. Such humorous irony typically manifests itself as a hopeful pessimism or hopeless 
optimism, which permits satirists to sincerely critique and pursue truth without being 
crushed by the existential absurdity that such critical truthfulness is bound to reveal. 
Summing up, through this combination of humour and irony, two standard features of the 
























In this thesis, I aimed to establish what satire is, what it can do and what not, and why we 
ゲｴﾗ┌ﾉS I;ヴW ;Hﾗ┌デ ｷデく Iﾐ ﾗヴSWヴ ;SSヴWゲゲ デｴWゲW a┌ﾐS;ﾏWﾐデ;ﾉ ｷゲゲ┌Wゲ ;Hﾗ┌デ ゲ;デｷヴWげゲ ﾐ;デ┌ヴWが 
function and significance, I challenged arguments that satire cannot be defined. Although a 
cluster account has been favoured in recent scholarship, it insufficiently distinguishes satire 
from more frivolous or gratuitous representations. For this reason, a cluster account 
ゲ┌ゲデ;ｷﾐゲ ; ヮヴﾗHﾉWﾏ;デｷI ;ﾏHｷｪ┌ｷデ┞ ;ヴﾗ┌ﾐS デｴW ﾉ;HWﾉ けゲ;デｷヴWげ in international media contexts, 
┘ｴｷIｴ IﾗﾐデヴｷH┌デWゲ デﾗ デｴW Iﾗﾐa┌ゲｷﾗﾐ ;Hﾗ┌デ デｴW ｪWﾐヴWげゲ ﾐ;デ┌ヴWが a┌ﾐIデｷﾗﾐ ;ﾐS ゲｷｪﾐｷaｷI;ﾐIW ｷﾐ 
public discussions. In order to redress this confusion, I proposed to define satire as a genre 
with the purpose to critique and entertain. Concretely, I argued that the classification 
けゲ;デｷヴWげ ｴ;ゲ ゲｷﾐIW ‘ﾗﾏ;ﾐ デｷﾏWゲ ｪ┌ｷSWS ｷﾐデWヴヮヴWデ;デｷﾗﾐ ;ﾐS W┗;ﾉ┌;デｷﾗﾐ ﾗa ┘ﾗヴﾆゲ ﾗﾐ デｴW 
grounds of the purpose to critique and entertain. This definitive purpose to critique and 
entertain has informed and remains to inform the creation and reception of satire by artists 
across the ages and in various media. At the same time, my definition also explains why the 
reception of satire has been so ambiguous. Although critique and entertainment fruitfully 
interact, tｴWヴW ｷゲ ﾐﾗﾐWデｴWﾉWゲゲ ; a┌ﾐS;ﾏWﾐデ;ﾉ デWﾐゲｷﾗﾐ HWデ┘WWﾐ ゲ;デｷヴWげゲ デ┘ﾗ ｪWﾐWヴｷI 
purposes. In this respect, satire is defined by a tension between the moral concerns that 
propel critique and the pursuit of unexalted aesthetic pleasures in entertainment. This 
fundamental tension between critique and entertainment in satire clarifies its nature, 
a┌ﾐIデｷﾗﾐ ;ﾐS ゲｷｪﾐｷaｷI;ﾐIWが ;ﾐS ゲｷデ┌;デWゲ デｴW ｪWﾐヴWげゲ ;ﾏHｷｪ┌ｷデ┞ ｷﾐ ;ﾐ W┝ｷゲデWﾐデｷ;ﾉ aヴ;ﾏW┘ﾗヴﾆく   
My definition of satire as a genre with the purpose to critique and entertain clarifies the 
doubleness of its nature. On the one hand, satire incorporates the moral seriousness of 
critique, which distinguishes it from frivolous fooling around or gratuitous shock humour. 
On the other hand, satire also incorporates the recreation of entertainment, which sets it 
apart from more ardent forms of critique, as well as more solemn forms of critical art. The 
ヮ;ヴ;Sﾗ┝ ﾗa ゲ;デｷヴWげゲ Sﾗ┌HﾉW ﾐ;デ┌ヴW ｷゲ デｴ;デ ｷデ W┝ヮﾗゲWゲ ┘ｴ;デ ゲｴﾗ┌ﾉS Iｴ;ﾐｪW ｷﾐ デｴW ┘ﾗヴﾉS ;デ 
same time as indulging in the respite of unexalted aesthetic pleasures. This doubleness of 
ゲ;デｷヴWげゲ ﾐ;デ┌ヴW デヴ;ﾐゲﾉ;デWゲ ｷデゲWﾉa ｷﾐ ヮ;ヴ;Sﾗ┝ｷI;ﾉ a┌ﾐIデｷﾗﾐゲが ┘ｴｷIｴ W┝ヮﾉ;ｷﾐゲ デｴW ｪWﾐヴWげゲ 
ambiguous reception. Satire serves a broadly moral function in taking a stand against 
discourses and practices which it identifies as undesirable. Specifically, satire has moderate 
but significant cognitive value to a moral project of critique. Although satire needs to be 
complemented by further investigation, it can supplement philosophy or investigative 
journalism by succinctly grasping the essence of a complex issue or highlighting previously 
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underacknowledged connections. Yet, satire does not have greater political impact as 
critique because it entertains. By contrast, although entertainment and critique fruitfully 
interact in good ゲ;デｷヴWが ゲ;デｷヴWげゲ ;WゲデｴWデｷI a┌ﾐIデｷﾗﾐ デﾗ WﾐデWヴデ;ｷﾐ ;┌SｷWﾐIWゲ ┌ﾉデｷﾏ;デWﾉ┞ ;H;デWゲ 
its moral function as critique. However, satire is therefore not a failed or cynical genre. 
Instead, I revalued entertainment in satire as a therapy to cope with the absurd gap 
between the demands of critique and its limits. Accordingly, the significance of the tension 
between critique and entertainment in satire can be framed as negotiating a fundamental 
conflict in ethical life between the care for others and the care of self. 
My philosophical investigation into the nature, function and significance of satire has been 
rooted in a continuous dialogue with the rich scholarly literature on the subject. The vast 
majority of this literature has been invaluable to my investigation, including when I ended 
up disagreeing with a certain idea or position. Likewise, I hope that my own research can 
fruitfully contribute to further investigation about satire. Specifically, I have aimed to move 
debates about satire forward by introducing greater philosophical clarity about key 
concepts and issues. For one, my investigation has introduced a new conception of genre 
ｷﾐデﾗ デｴW SWH;デWゲ ┘ｴｷIｴ ヴWヮﾉ;IWゲ ┗;ｪ┌W IﾗﾐIWヮデゲ ゲ┌Iｴ ;ゲ けゲヮｷヴｷデげ ﾗヴ けﾏﾗSWげく M┞ ｷﾐ┗Wゲデｷｪ;デｷﾗﾐ 
has also philosophically grounded the moral function of satire as critique in a meta-ethical 
investigation which has normalised talk of truth, including in the domain of ethics. Further, 
although satire is not philosophy, I have revalued comparisons between the two as 
rightfully situating the genre in an existential framework. Moreover, I have suggested 
avenues for further investigation into how satire can complement the cognitive aims of 
philosophy exactly because it is not philosophy. Similarly, I have argued that entertainment 
in satire has a therapeutic dimension in addressing existential issues that philosophy 
highlights but not resolves. Accordingly, I have argued that the value of entertainment in 
satire is not simply instrumental to critique. Moreover, insofar as entertainment in satire is 
instrumentally valuable as therapy, it is so because audiences are engrossed in unexalted 
aesthetic pleasures for its own sake. Further, I have developed a careful cognitivism about 
satire which highlights its cognitive virtues, without ignoring the risks. Finally, I have 
tempered suspicions about humorous irony in satire as substantiating a happy nihilism, 
specifically by introducing ironic characters as both a critical and a coping strategy.  
Throughout my investigation, I have tried to connect ancient to modern satire and I have 
;SSヴWゲゲWS デｴW ｪWﾐヴWげゲ ﾏ;ﾐｷaWゲデ;デｷﾗﾐゲ ｷﾐ SｷaaWヴWﾐデ ﾏWSｷ;く F┌ヴデｴWヴが ;ﾉデｴﾗ┌ｪｴ I ｴ;┗W ﾏﾗゲデﾉ┞ 
aﾗI┌ゲWS ﾗﾐ ｴ┌ﾏﾗヴﾗ┌ゲ ゲ;デｷヴWが ﾏ┞ SｷゲI┌ゲゲｷﾗﾐゲ ﾗa Jｷﾏｷ HWﾐSヴｷ┝げゲ さThe Star-“ヮ;ﾐｪﾉWS B;ﾐﾐWヴざ 
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;ﾐS Iｪｪ┞ Pﾗヮげゲ さLﾗ┌ｷWが Lﾗ┌ｷWざ ｴ;┗W ｴｷｪｴﾉｷｪｴデWS デｴ;デ ゲ;tire is not necessarily designed to be 
funny. Nevertheless, my corpus has its limitations, which can hopefully be addressed in 
further investigation. Although I strived for a representative and relatively diverse corpus, 
my selection focuses exclusively on Western satire. I hope that further investigation can 
assess if my fundamental claims about satire also have a more global ambit. In this respect, 
a few years ago, The Guardian published an article on satirists in the Muslim world, which 
suggested a particularly rich, and to my knowledge, largely unexplored tradition of satire 
さaヴﾗﾏ Iraqis poking fun at the Islamic State (Isis) to Saudi standup comics, and Palestinians 
grinning and bearing life under a corrupt government and Israeli occupationざ ふBﾉ;Iﾆ Wデ ;l. 
2015). Further, it would be interesting to compare the function of satire as therapy in 
liberal democracies to authoritarian or theocratic regimes. In this respect, while the satire 
of Bassem Youssef in post-Arab Spring Egypt, modelled on The Daily Show, has already 
received some international attention, especially under impulse of Jon Stewart himself 
(2013), it would be interesting to further investigate the comparison between the two 
satirists. Similarly, the satirical culture of Turkey has already received scholarly attention 
internationally (Dinc 2012), but as the authoritarianism of the Erdogan regime has only 
increased, it would be interesting to compare satirical strategies of Turkish satirists to those 
of American satirists coping with Trump.  
In this respect, as discussed, my main suggestion for future research is not to focus on how 
satire changes the world, but how it copes with it. In this respect, while some scholars have 
investigated how satire shapes communities between satirists and audiences (Gray 2005), I 
suggest to also explore how these communities incorporate a therapeutic dimension. As 
discussed, some satirists, like Dan Perkins (Tom Tomorrow) consider their satire as さゲWﾐSｷﾐｪ 
out these little smoke signals to let people know that theyげヴW ﾐﾗデ Iヴ;┣┞ ;ﾐS デｴW┞げヴW ﾐﾗデ 
aloneざ ふEﾉｷ;ゲ ヲヰヰンぶく It would be worthwhile to investigate whether such therapeutic satirical 
communities really exist and how they operate, perhaps by obtaining data from interviews. 
No doubt, if they exist, these therapeutic communities are largely symbolic, but there is 
also often an actual dialogue between satirists and audiences through fan mail. In this 
respect, as mentioned, Perkins has explained ｴﾗ┘ さゲﾗﾏWデｷﾏWゲ ; ヴW;SWヴ ┘ｷﾉﾉ ┘ヴｷデW デﾗ ゲ;┞ 
that a cartoon on a given topic ｷゲ けSWヮヴWゲゲｷﾐｪﾉ┞ ;II┌ヴ;デWがげ ﾗヴ デｴ;デ デｴW┞ ┘ﾗ┌ﾉS ﾉ;┌ｪｴ ｷa デｴW┞ 
┘WヴWﾐげデ デﾗﾗ H┌ゲ┞ Iヴ┞ｷﾐｪざ ふヲヰヱンぶく To my knowledge, this kind of exchange between satirists 
and audiences in fan mail has not yet been investigated in scholarship, but it could shed 
light on how satirists and audiences frame satire in an existential and therapeutic context. 
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Granted, this research would face some obstacles, not in the least obtaining permission 
from satirists to explore their personal archive and anonymise any data obtained. Another 
way of obtaining data would be to conduct interviews with satirists themselves, but this 
strategy also comes with its own challenges. To some extent, I have tried to talk to satirists 
about a therapeutic dimension in their work whenever I had the opportunity during this 
project. Yet, I found it difficult to get them to talk about such a sensitive subject. Therefore, 
while I think this kind of research would be fruitful to pursue, it does require the right 
framing to be effective.   
Apart from satire, in particular, I think that mass entertainment generally has an 
underdeveloped therapeutic function to provide relief from everyday worries and concerns. 
The concept けflowげ, as developed in positive psychology (Csikszentmihalyi 1990), may be a 
useful tool for film, TV and media scholars to further investigate how entertainment is 
designed to stimulate the cultivation of autotelic pleasures in audiences. Perhaps such an 
investigation could shed light on contemporary practices of media consumption such as 
binge watching, which may suggest that autotelic engrossment in entertainment is not 
necessarily healthy. On the other hand, I do hope that psychological research into humour 
and wellbeing overcomes its modernist anxieties and considers the therapeutic benefits of 
popular media, including film and television (Martin and Kuiper 2016). Specifically, I hope 
that my suggestions about watching or reading satire as a form of therapy can be 
substantiated by empirical testing. It would also be rewarding if my philosophical exercise 
to introduce greater conceptual clarity in debates about satire informs future theoretical 
frameworks in empirical investigations. In this respect, I think philosophical investigation 
could specifically contribute to further exploring the correlation between particular styles 
of humour and detrimental effects on wellbeing, as suggested by the Humour Styles 
Questionnaire (Martin et al. 2003). In turn, establishing greater conceptual clarity about 
which kinds of humour negatively impact wellbeing and why would shed further light on 
デｴW デｴWヴ;ヮW┌デｷI ;ﾏHｷｪ┌ｷデ┞ ﾗa S;ヴﾆ ゲ;デｷヴWゲ ﾉｷﾆW FW┞ WWﾉSﾗﾐげゲ Sacred Cows. 
Further, one particularly fruitful avenue for future investigation into the relation between 
humour and wellbeing would be stand-up comedy. To some degree, a stand-up comedy 
performance facilitates the assessment of the interaction between comedians and 
audiences in a non-artificial context (at least phenomenologically). Specifically, I 
hypothesise that the manifested behaviour of audiences at a stand-up comedy 
performance indicates tｴWｷヴ Wﾏﾗデｷﾗﾐ;ﾉ ヴWゲヮﾗﾐゲW デﾗ ; IﾗﾏWSｷ;ﾐげゲ ゲWデ. Assessing this 
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manifested behaviour might provide insight into the therapeutic dimension of humour. 
Crucially, this manifested behaviour is much more varied than laugher. Audiences of a 
stand-up comedy performance do not just laugh, but clap, jeer, stomp, heckle, sigh, shout, 
etc. Accordingly, they expresses a range of emotional states, including enjoyment, anger, 
hope, despair, endorsement, dismissal, etc. By itself, a phenomenology of attending a 
stand-up performance might shed light on the therapeutic dimension of such experienced 
emotional engagement, but it would be particularly interesting if this kind of investigation 
could be complemented by empirical research. In general, I think that empirical and 
theoretical research about humour and wellbeing stand to enrich each other both ways. 
Hopefully my own investigation of satire can contribute to such a valuable exchange.  
Finally, my careful cognitivism about satire could contribute to further research into the 
cognitive value of narrative fiction. I specifically think that cartoons are a particularly rich 
medium to continue to explore in these debates. As explained, under the right 
circumstances, cartoons may have the cognitive advantage of introducing a lay audience to 
topics which might otherwise be considered too complex to approach. Mike Goodwin and 
D;ﾐ Eく B┌ヴげゲ Economix (2012) is one example of a cartoon that aspires to such a function, 
but there are others. Perhaps most prominently, Larry Gonick has created a multi-volume 
cartoon history of the universe and various spin-offs, including cartoon introductions to 
chemistry, physics or algebra (2016). What is interesting about these cartoons is that 
although they are non-fiction, they capitalise on imaginative techniques normally 
associated with fiction, including extreme simplification, exaggeration and quick and dirty 
emotive processes. Accordingly, further investigation of such educational cartoons may 
shed light on how and when imaginative techniques associated with fiction can contribute 
to knowledge acquisition. Moreover, exploring cartoons offers interesting possibilities for 
public engagement. To some extent, my investigation in this thesis has already benefitted 
from delivering workshops about South Parkげゲ さTｴW HﾗHHｷデざ デﾗ ヮヴﾗゲヮWIデｷ┗W aｷﾉﾏ ;ﾐS ﾏWSｷ; 
students. In the future, I aim to explore how my research in this area can be further 
informed by teaching in a context of public engagement. Another upshot of this kind of 
public engagement through cartoons is that it creates a forum to introduce philosophical 
aesthetics to non-specialised audiences and creates opportunities for interdisciplinary 
partnerships. For instance, historians and aestheticians could work together on a public 
engagement project which explores how cartoons can be used to engage pupils with 
history.    
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In this respect, throughout my investigation, I have sought to foster an interdisciplinary 
dialogue, especially between analytic aesthetics and film, TV and media studies. While 
philosophers can learn a lot from the expertise developed over the years in these related 
art-interested disciplines, I do think aesthetics can enrich the theoretical investigation of 
moving images and other popular media in ways which are currently underdeveloped 
outside of philosophy. In the process of my own investigation, I have gradually been 
persuaded by the methodological richness of aesthetics. Looking forward, I am convinced 
that aesthetics can enrich debates and investigations beyond its inner circle and even 
beyond the academy. As discussed, satire is a popular genre, of interest to fans, critics, 
journalists, politicians and moral authorities alike. In this respect, I hope my investigation 
ｴ;ゲ SﾗﾐW ﾃ┌ゲデｷIW デﾗ ;ﾐ;ﾉ┞デｷI ヮｴｷﾉﾗゲﾗヮｴ┞げゲ IWﾉWHヴ;デWS IﾗﾐIWヮデ┌;ﾉ Iﾉ;ヴｷデ┞ ;ﾐS W;ゲW ﾗa 
expression, so it may be of interest not just to scholars but, in principle, to all who care 
about satire. That said, I do think aestheticians generally face an important challenge of 
how exactly to disseminate their ideas to the art-interested beyond the academy. Similarly, 
aesthetics currently faces the challenge to legitimise its importance within philosophy. In 
this regard, my investigation aimed to showcase that a meta-ethical framework like 
Bﾉ;IﾆH┌ヴﾐげゲ ケ┌;ゲｷ-realism cannot only inform the study of satire, but an analysis of 
humorous irony in satire can also redress common anxieties in meta-ethics. Concretely, the 
humorous irony developed by satirists to cope with the absurd gap between the demands 
of critique and its limits is a plausible and legitimate strategy to address the fundamental 
tension between the care for others and care of self, highlighted by quasi-realism.  
On the whole, my philosophical investigation set out to establish the right expectations 
about what satire is, what it can do and why should care about it. Accordingly, I aimed to 
redress tendencies in scholarship and public debate which either overestimate or 
undervalue satire. In the end, I identify myself as a cautious supporter of satire. My 
investigation sought to philosophically substantiate claims by other supporters in order to 
challenge detractors who have undervalued the genre, because they think it is frivolous, 
cynical or otherwise without significant merit. I have specially argued that satire is not an 
excuse for fooling around or a fig leaf to legitimise nasty humour; such activities are really 
something else, because they do not incorporate a moral dimension of critique. It does not 
follow that there is no bad satire, but even satire which is morally off-target is not frivolous 
or gratuitous. At the same time, my claims about the value of satire are more moderate 
than some positions of other supporters. Specifically, I acknowledge that satire is politically 
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limited as critique because it entertains, especially contrasted to directly activist strategies. 
Still, the genre may have significant cognitive value as critique, but even then only as a 
complement to epistemic best practices in philosophy or investigative journalism. Any 
higher expectation of satireげゲ ┗;ﾉ┌W as critique sets the genre up for failure. However, my 
investigation has revalued the therapeutic significance of ゲ;デｷヴWげゲ function to entertain. 
Crucially, when we enjoy ゲ;デｷヴWげゲ ┌ﾐW┝;ﾉデWS ;WゲデｴWデｷI pleasures, we are not (by some 
indirect process) more effective as critical agents, but our attention is temporarily directed 
away from the demands of critique. Such respite from critique can be a therapeutically 
mature way to cope with its limits. In conclusion, the key aim of my investigation has been 
to highlight that satire is significant because its definitive tension between critique and 
entertainment reflects a fundamental conflict in ethical life. For this reason, satire merits 
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